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ABSTRACT 


This catalogue is an alphabetical listing of Alfred Fisher's 
compositions, completed and unfinished. Detailed information is provided 
for the completed works, while unfinished works are listed by title. A 
list of papers and articles by and about Fisher is also included. A 
brief biography chronicles his career and documents his views of 


composing, teaching and research. 


AV, 


a Ypontek Lertid Yo qmkow ts faedredsiigin mn ah sugolatas atdt 
vabivorg @f ae raed \bapl.t wert Satie nba bes bagzalqmos , tHe l2 leaqre.s 
A .stshs yi ‘alse oe whic boviatab ta by eles Berelqmos od2 tot 
A .debwtowi ole at toda Tar? bm x nofatras hae shteasd Ro subi 
to wepte asil +t aapenon bem on wid enbotooita etepsigate Qatyé 


draw ase tas ecidnogs) ,gulesqaon 


ACKNOWLEDGEMENTS 


I would like to thank my project supervisor, Prof. Catriona de 
Scossa, and my second reader, Dr. Anna Altmann, for their guidance and 
support during the course of this project. 

I am especially indebted to Alfred Fisher, whose generosity with 
his time and willingness to allow me to search through his manuscripts 
made this project possible. 

I would also like to thank Brenda Dalen, who generously gave of her 
time and expertise, and Joan Theander, who spent countless hours typing 
this manuscript. 

I would like to thank especially my husband, Len, and my family for 


their unfailing patience and encouragement. 


Digitized by the Internet Archive 
In 2023 with funding trom 
University of Alberta Library 


https://archive.org/details/Wyatt1989 


TABLE OF CONTENTS 


BACKGROUND TO THE PROJECT . « « « «© « « « 
LITERATURE REVIEW/SOURCES CONSULTED... 
METHODOLOGY Scutowesttet ee teers Raed. er ha eS 
GONCLUSLON<? 4. Roe Hot bet rors eh. Mer eere oe 
NOTES WAG 5c Meeweults Fon cel LB, Rhee Ee. PSN. 
BEBELOCRAPH Yamin. Tea veot. Pultauhs. Gor. Voetes osm 
APPEND EXMA chit. Pat ee. Te hemes, ove! 6 
ALFRED FISHER: A BRIEF BIOGRAPHY. . . 
INTRODUCTION TO THE CATALOGUE... . 
COMPLETEDS WORKSS 9 bye «tio .Uroe eit.) 
DNFINISHEDSWORKS.5 aie. PORE. Le 
MISCELLANEOUS SKETCHBOOKS AND STUDENT 
ALFRED FISHER: A BIBLIOGRAPHY ... . 
APPENDIX B: PROGRAM NOTES . . 2. 2. « 6 «© « 


APPENDIX Cee TEXTSi.as SW YGEn iL itce . SORES 


vi 


e e e e e e e 


COMPOSITIONS. 


PAGE 


15 


16 


112 


ha’ 
tag + eee + Toevone an? OF GHUOSOMOAS 


4 
« tse are at tea ANeTT 
niet o 


ea 

3 saat anf si space we > SRCUMIOR INA 
ca 7 — Fae ali ws ens, SROREIUOMO 
ef Seat Pou pees Ele se ae 40 BATU 
ol a see whe pie adlebe te =k, e > + #TPTAMOI SOLE 
f° Bh settee ie dain ye 2 


-_* caipeciule A caprer Se aA 
9 wiOOusTAo Ser ox 4Orrv00* 


Bie G5 eo wamed atte uD) 
a 


; AS oes enonrorae abepnwa. (o> “w 


Anon a a = 740975 Js 


ey oe 


= y ac eteaees t2 ZIOWRTSA 


in 


er Oe a ee an awe 


BACKGROUND TO THE PROJECT 

Alfred Fisher is one of Canada's most distinguished composers. 

He has completed 38 works for chamber ensemble, piano, choir, orchestra 
and theatre, and has been the recipient of commissions from, among 
others, the Canadian Broadcasting Corporation (CBC), the Canadian Music 
Centre (CMC), the International Suzuki Association, Wayne State 
University, Radio Telefis Eireann and several illustrious performers, 
including pianist David Burge and clarinettist Robert Riseling. His 
works have been performed in Canada, the United States, Australia, New 
Zealand, Japan, Israel, and Europe. 

Fisher is also a noted teacher and scholar. He has taught at 
Michigan State University; the University of Western Ontario; the 
University of Saskatchewan; Acadia University, Wolfville, Nova Scotia; 
and, since 1978, at the University of Alberta, where he continues to 
teach, after serving as Chairman of the Department of Music from July 
1986 to July 1989. His varied scholarly interests have taken him to many 
Canadian and American universities, conferences, and meetings of learned 
societies, where he has delivered papers on such topics as Mahler and 
Schoenberg, the composing of serious music in Canada, and on North 
American Native music. A naturalized Canadian since 1974, Fisher is 
establishing himself as an important figure on the Canadian music scene. 
Although not the most prolific of composers, “he is," says John Charles, 
music critic for the Edmonton Sun, "one of Canada's most 


imaginative."1 
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No comprehensive list of Fisher's work has yet been compiled. In 
fact, only two sources provide any information about his compositional 
output. The Encyclopedia of Music in Canada contains an entry for 
Fisher, but provides only a partial list, by title, of his works. The CMC 
possesses a fairly detailed list, which provides publication information 
and details about instrumentation, duration, premieres, and sources for 
texts. Despite its usefulness, the list* is incomplete, occasionally 
inaccurate, and often inconsistent in detail. The Canadian Encyclopedia, 
in an unexpected oversight, does not even contain an entry for Fisher. 
In short, despite his distinguished record as a composer and scholar, 
Fisher's contributions to Canadian music and musicology have been poorly 
documented. Thus, a need exists for a comprehensive Tistiot Palihis 
compositions, and for at least a brief biography. 

The purpose of this project is to compile a catalogue of Fisher's 
compositions, completed and unfinished. It provides as much information 
as could be reasonably obtained about each completed work: information 
about instrumentation, movements, duration, date of composition, 
dedicatees, first performance, publication, sources for texts, and 
manuscripts. It lists by title unfinished works and it documents papers 
and articles by and about Fisher. In short, the project provides a 
detailed overview of Fisher's compositional output and his varied 
interests. 

Catalogues of composers’ works are valuable to the study of any 


composer. According to Barry S. Brook, such catalogues are “the 


*Available from any office of the Canadian Music Centre. 
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essential, initial step in the answering of historical, analytical and 
musico-sociological questions." Ludwig Ritter von Koechel's great 
catalogue of Mozart's works, for example, has been the cornerstone of 
much scholarly research that has brought about a greater understanding of 
Mozart and his music. Anthony van Hoboken's catalogue did the same for 
Haydn scholarship. These catalogues are mentioned to point out how 
important the documentation of a composer's output is to musicology, and 
to emphasize that anyone interested in researching Fisher and his music 
needs printed access to his creative work. In providing such access, the 
catalogue will add to the larger body of information about Canadian 
music, and it will be the starting-point for research to come. 

The catalogue will serve as a research tool for scholars, musicians 
and students. It will also be of particular use to the CMC, whose aim is 
“to promote, disseminate, and make readily available the music of 


3 


Canadian composers." Last, but not least, the catalogue will be a 
valuable source for the composer, who has, on more than one occasion, 
expressed a desire to see his music documented in an organized fashion, a 
task he would undertake - reluctantly - had he the time. 

Fisher has documented his works in his curriculum vitae (c.v.), but 
this list, while an impressive account of his musical accomplishments, is 
not complete and lacks some important details. Yet the shortest 
conversation with Fisher leaves one with the impression that he maintains 
a complete catalogue of his music in his head, much like the Mozart of 
Peter Shaffer's Amadeus, who defends his lack of progress in writing The 
4 


Marriage of Figaro by saying that it is complete in his "noodle." 


There is no doubt Fisher knows more about his compositional output 
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than even his list suggests. 

It makes sense to compile a catalogue of his music at this stage of 
his career, because his oeuvre is presently of a manageable size and, 
more importantly, because Fisher is alive and well, and his memory can 


shed light on his compositional output. 
LITERATURE REVIEW/SOURCES CONSULTED 


Several sources were regularly consulted during the course of 
this project. Invaluable was The New Grove Dictionary of Music and 
Musicians. The standard musical reference work in English, New Grove 
contains detailed, scholarly articles that cover many topics, including 
people, terms, genres, forms, instruments, and institutions. Coverage 
includes not only Western classical music, but also non-Western music, 


popular music and folk music. It was particularly useful for the 


articles “Sources, Thematic Catalogues, Bibliography of Music” and 
“Printing and Publishing of Music," all of which provided important 
background information and useful working definitions. Equally valuable 
was the Encyclopedia of Music in Canada. Published in 1981, it is the 
most comprehensive reference work on all aspects of Canadian music, and 
was useful for its information on solo performers, music ensembles and 
organizations associated with Fisher's music. 

Two subject dictionaries were frequently consulted for this project: 


Harrod's Librarian's Glossary of Terms used in Librarianship, 


Documentation and the Book Crafts: and Reference Books (6th ed.) and The 


New Harvard Dictionary of Music. A standard reference source in the 


field of librarianship, the former was useful for its definition of terms 
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relating to bibliographical description. The latter, by far the best 
single-volume music dictionary available, provides definitions that are 
clear, accessible, and which often include historical information and 
repertoire. Its broad scope covers form, theory, genres, instruments, 
institutions and individual compositions, but not biographies. In 
compiling this catalogue, it was necessary to be conversant with musical 
terminology; New Harvard made the task a great deal easier. 

Part of the project involved describing Fisher's manuscripts. As 
the field of music seems to lack a comprehensive reference source dealing 
with manuscript study and description, several sources had to be relied 
upon jointly to determine a suitable means of describing them. The 
article "Sources" in New Grove was a good starting point. It discusses 
the nature, function and preparation of manuscripts and outlines the 
processes involved in manuscript study; it also contains an excellent 
historical survey of manuscript sources. 

Another useful source was a lengthy article by Robert Bailey, “The 


Method of Composition,” in The Wagner Companion. Although the article 
focuses on Wagner alone, its intriguing discussion of Wagner's stages of 
composition sheds light on compositional procedure in general. That is 
to say, it details the way sketches and early drafts become complete and 
finished scores. 

Thematic and non-thematic catalogues were also valuable as examples 
of how to list and describe composers' works, whether published scores or 
manuscripts. Standard catalogues, such as Wolfgang Schmieder's 
Thematisch-systematisches Verzeichnis der musikalischen Werke Johann 


Sebastian Bach, Otto Deutsch's Schubert: Thematic Catalogue of all his 
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Works in Chronological Order, and, of course, Koechel's catalogue, were 
helpful only insofar as examining them made it apparent that their 
standards of scholarship and comprehensiveness could never be matched 
by a research project. However, the information contained therein 
provided some ideas about what information should be included in the 
project. 

The content and layout of this project were, however, most strongly 


determined by the following catalogues: Donna K. Anderson's The Works of 


Charles T. Griffes, Lewis Foreman's Arthus Bliss: Catalogue of the 
Complete Works and Michael Kennedy's A Catalogue of the Works of Ralph 


Vaughan Williams. Although this project does not include musical themes, 
Barry S. Brook's introduction to his Thematic cakelogies in Music: An 
Annotated Bibliograpy provided useful background material about the 
history and function of thematic catalogues; it also outlines information 


which such catalogues should ideally include. 


METHODOLOGY 

The first step in compiling this catalogue was to determine the 
number of compositions, completed and unfinished, that Fisher has 
written. A meeting with the composer produced a copy of his c.v. 
which functioned both as a starting-point and a checklist during the 
project. At this time, Fisher gave permission to examine his 
manuscripts and to search through his personal papers and files 


(undoubtedly a researcher's dream). 


*Brook's article "Thematic Catalogue” in New Grove, is based 
largely on this introduction. 
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Knowing that Fisher was affiliated with the CMC and the Composers, 
Authors and Publishers Association of Canada (CAPAC), letters were sent 
to these organizations to obtain available information. A letter was 
also sent to Seesaw Music in New York, Fisher's publisher, requesting a 
list of Fisher's published works. This list was used to verify 
publication information contained in the c.v. The University of 
Alberta's online catalogue, DOBIS, was then searched under FISHER, ALFRED 
JOEL. Holdings consist of 22 works. Three compositions, one published, 
are found only in photocopied versions of the professional copyist's 
score. A comparison of the University of Alberta's holdings and the c.v. 
revealed that additional scores would have to be obtained. As many 
scores as possible had to be obtained because ateh of the information for 
the catalogue wouid be derived from the published edition, or from 
whatever was closest to being published. Photocopies of the 
professionally copied score, for example, were often relied upon for 
information. 

The next step entailed the denteereetion and examination of 
the manuscripts. These were conveniently located in Fisher's studio 
on the University of Alberta campus. They were not, however, 
conveniently organized, which really came as no surprise, because 
during a meeting with Fisher, he said: "I have to tell you something. 
I'm not the most organized person."> That the manuscripts were 
strewn across a few shelves and other places in the studio was not a 
problem. The problem was that early drafts and sketches for works 
generally were not with their respective final drafts and were, 


in fact, frequently mixed with drafts and sketches for other 
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compositions. 

Fisher had kindly agreed to a series of meetings, in order to help 
identify the manuscripts. Final drafts and many of the penultimate 
drafts were not difficult to identify because several of them bore 
titles; if they were not titled, they were identified by comparing them 
with the published editions or the professionally copied scores. 
Difficulty arose with respect to sketches and most of the early drafts, 
because they were usually written in a rough hand and seldom bore titles. 
Because of time constraints and other limitations, it was not possible to 
study the manuscripts in the depth that would allow them to be identified 
without Fisher's help. As it was, Fisher's generosity with his time and 
his ability to recognize the manuscripts at a erence saved a great deal 
of time. 

Once identification and examination of the manuscripts began, it 
was necessary to develop a sheet on which to record information 
about each composition. Development of the record sheet required 
decisions about what information to include in the catalogue and what 
format this information would take. Consultations with my supervisor, 
Professor Catriona de Scossa, and Brenda Dalen, an instructor in the 
Department of Music, along with relevant reading (see "Sources 


Consulted," pp. 4-6), resulted in a number of headings for each 
composition. They are title; instrumentation; movements; duration; date 
of composition; dedication; first performance; publication; sources for 
text; manuscript (under which are eleven sub-headings: document type; 


paper; composer's numbering; format; dimensions; writing implement; style 


of handwriting; classification; date on document; dedication; and 
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notes to the manuscript); additional documents; and general notes. Each 
heading is defined in the introduction to the catalogue. The sheets were 
filled out as fully as possible, as each composition was examined. 
Information under the heading "Manuscript" was derived from the original 
manuscript or, in some cases, a photocopy of it, while information for 
the remaining headings came from published scores, photocopies of fair 
copies and, where necessary, the original manuscript. Again more detail 
is provided in the introduction to the catalogue. Information that could 
not be obtained from the compositions themselves was gleaned from 
Fisher's files and personal papers. Any relevant information was noted 
directly on the record sheets. The files and personal papers also 
provided information about Fisher's scholarly and professional 
activities. While examining these personal materials, I came across a 
great deal of personal correspondence from Fisher's family and friends, 
including letters from David Burge and George Crumb. Although greatly 
tempted, I did not peruse it, mainly because Fisher's legacy is still 
being created and because he has a right to privacy. I felt that reading 
the correspondence would be a breach of trust; I am not, after all, his 
biographer. However, I did look through much of the professional 
correspondence (e.g., letters from CAPAC and CMC) which turned up some 
interesting details about Fisher's compositions and his professional and 
scholarly activities. 

The information most difficult to obtain proved to be details of 
first performances. The University of Alberta's Music Resource Centre's 
complete holdings of concert programs (for concerts given at the 


University of Alberta) were examined for this information, as were the 
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10 
holdings of CAPAC. (CAPAC keeps a worldwide file of programs from 
concerts at which Canadian composers’ works, including Fisher's, have 
been performed, for the purpose of paying royalties). In most cases, 
first performance dates were found. However, the programs for three 
performances did not even indicate that those performances were, in fact, 
premieres. Fisher's audio tapes were also examined for dates. Although 
many bear dates, none indicates whether a performance was the premiere. 

The following indices were searched for articles by and about 
Fisher: the Canadian Periodical Index (examined 1975-1989), the Music 
Index (1978-1989), the Canadian News Index (1978-1989) and The Local 
History Index (1979-1988) (an index to The Edmonton Journal*, compiled by 
the Edmonton Public Library). As there is no similar index to The 
Edmonton Sun, John Charles, the Sun's music critic, was contacted for 
information about relevant articles that have appeared in the paper. 
Individual issues of Canadian Composer and Prairie Sounds (a CMC 
publication) were also examined for any relevant information. The latter 
was particularly useful for its news items about performances of Fisher's 
works and his professional activities. 

While at the University of Alberta, Fisher has given a number of 
talks on the now defunct University Concert Hall, a program broadcast on 
CKUA Radio for several years until 1987. He has also been interviewed 
several times on the same program. Details about these programs were not 
readily available, and therefore are not included in the project. A 


telephone call to CKUA revealed that the station did not have tapes of 


*Library staff and the music critic at The Edmonton Journal were 
contacted directly to obtain information about possible articles not 


indexed in The Local History Index. They were unwilling to provide the 
information. 
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the broadcasts, and that they belonged to the University of Alberta 
Archives. The Archives, however, had no record of the broadcasts in 
question, other than its catalogue, which contains general headings such 
as "Radio Talks." The only way to find out whether the Archive's tape 
collection contained the programs is to listen to the tapes themselves. 
Unfortunately, time constraints made that impossible. Fisher was queried 
about the broadcasts, but could not recall exactly when they took place. 

Many of Fisher's works have been broadcast on CBC Radio, locally and 
nationally. Details of these broadcasts were not available from CBC 
Edmonton, because the station lacks an automated database of such 
information. A time-consuming manual search would have been required, a 
service which the station was not able to provides! Local information 
being unavailable, it was decided not to seek information from the 
national network. 

Despite having been moved several times over the years, Fisher's 
manuscripts have managed to survive in fairly good condition. Some have 
been damaged by Scotch Tape and paper clips, others have torn leaves and 
tattered edges. Some have even been used to blot pens or have been in 
the way of coffee splashes. Only a few had been placed in envelopes, and 
these are in by far the best condition. To preserve the remaining 
manuscripts, or at least to keep them clean, I have placed them in 
envelopes and labeled the contents of each. In one envelope, for 
example, is found a final draft for a work, while the sketches and early 
drafts for that work are found in the next one. Although the purpose of 


this project was not to organize the manuscripts, it was obvious that 
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i 
they would be more useful to Fisher and others if they were even crudely 
organized. Related materials can now at least be found together. All of 
these manuscripts are presently in Fisher's possession. 

Despite the bibliographical nature of the project, it was decided 
at the beginning that a brief biography of Fisher should be included. 
During our meetings, Fisher provided a continuous, fascinating commentary 
on his music and on himself. A combination of furious note-taking and a 


SONY tape-recorder managed to capture most of these details. 


CONCLUSION 

Not having been documented in detail before, Fisher's compositional 
output presented a wealth of material with which to work. Thirty-seven 
completed works had to be identified, organized and physically described, 
and unfinished works (including drafts and sketches) had to be 
identified, organized and listed. A variety of material, including 
numerous concert programs and Fisher's personal papers, had to be 
examined for relevant information. The result is a catalogue that 
documents, in one way or another, all of Fisher's works, and provides 
information concerning articles by and about Fisher. 

The study of any composer and his music is dependent on the fullest 
possible knowledge of what that composer has written. Documenting and 
organizing Fisher's output therefore makes possible the first step of the 
research process. Indeed, a composer's output cannot be described, 
analyzed or studied in any way before its existence is documented. 

This catalogue is a modest beginning, but it is an essential one. As 


a research project, this catalogue is subject to limitations of 
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time and scope. These limitations determined, for example, that only 
completed works would be documented in detail and that people associated 
with Fisher would not be interviewed. Other limitations, such as the 
accessibility of material, also determined the detail of information 
provided. In several instances, original manuscripts were nowhere to be 
found and, therefore, could not be examined. Information about the 
manuscript had to be derived from a photocopy (not always the best 
source, but enabling a reasonable description). In other cases, 
information, such as specific dates of some first performances, was not 
readily available and could not be included. In one case, information 
could not be included about articles Fisher has published in the 
Encyclopedia of Music in Canada, because he could aot recall the names of 
the people about whom he wrote. A brief but strategic search of the 
encyclopedia provided no results. 

Some omissions could possibly have been avoided had Fisher been 
queried more extensively about matters other than his manuscripts. 
However, as the purpose of the projct was to document the existence of 
his works, all but one of the meetings involved going through the 
manuscripts. Fisher willingly offered a great deal of his time to help 
with the groundwork and, because of other commitments, could hardly offer 
more. Had more meetings been arranged to ask him about information I was 
not able to obtain in the course of my research, some omissions may have 
been avoided. The omissions exist, but they exist not because of 
neglect, but for practical reasons, or, on occasion because the 
information is lost or entirely forgotten. 


Continuation of this project could last indefinitely, because there 
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14 
is still much material to research and document, and many sources of 
information were not examined. Some possibilities for further research 
are: 


1. To provide detailed bibliographical descriptions of Fisher's 
manuscripts, including sketches and fragments. 


2. To describe variants among manuscripts, including 
manuscripts produced by copyists. 


3. To organize and order the sketches and drafts, so as to 
understand the evolution of the composition. 


4. To read and evaluate Fisher's personal papers, including 
personal and professional correspondence, with a view to 
producing a biography or to making this project more 
comprehensive. 

5. To compile a similar catalogue for other Canadian composers, 
who have established themselves but whose compositional output 
has not been documented in detail. 

A project of this nature makes one regret that time and human 
limitations always seem to get in the way. It would have been so 
satisfying to include every detail uncovered during the research stage of 
the project. Each day of searching and research turned up new and 
intriguing information that could have been pursued further, had there 
been time. A decision had to be made to end the research and present it 
in an accessible form. This means that, while every effort has been made 
to be as accurate as possible, no claim can be made for completeness. Of 
course, even if the catalogue were complete, as Alfred Fisher continues 
to compose, continuation would be necessary to keep pace with his 
compositional output. The catalogue will, however, provide a sound basis 


for further research and documentation, activities which should be 


undertaken. 
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NOTES 


Lyohn Charles, “Festival Has a Few Bugs,” The Edmonton Sun, 
12 June, 1989,.p. 94. 


2Barry S. Brook, Thematic Catalogues in Music: an Annotated 
Bibliography (Hillsdale, N.Y.: Pendragon Press, 19/2), p. xiv. 


3canadian Music Centre, [Statement of Purpose], Prairie Sounds 
5(1): verso of front cover. 


4 Peter Shaffer, Amadeus (London: Andre Deutsch, 1980), p. 79. 
-Interview with Alfred Fisher, 5 April 1989. All subsequent 


references in the text of the project and appendices are taken from 
interviews with Fisher, April to June, 1989. 
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ALFRED FISHER: 


A CATALOGUE OF HIS COMPOSITIONS 


by 


Kathleen Wyatt 


ALFRED FISHER: A BRIEF BIOGRAPHY 

Alfred Fisher maintains that he is “not a born musician,” and the 
history of his activities throughout his childhood, his years at 
university, and his career as a teacher and composer seem to indicate 
that he did indeed slide into the profession almost by accident. An 
early interest in painting, a passion for the outdoors, a concern for 
North American native peoples, and an abiding interest in his adopted 
country, Canada, seem to demand as much from him as does his music. He 
cannot, however, remember a day in his life when he was not either 
involved with or thinking about music. From the vantage point of his 
present position as Professor of Music at the University of Alberta, 
Fisher is able to take stock of the events - the twists and turns of his 
past - that led him into, out of, and back into a career in music. 
Regardless of his official activities at any given time, music, was, and 
is, never very far away. 

Fisher was born in Boston, Massachusetts, on 30 June 1942. The 
second of three children, he showed an early interest in music. Although 
he does not believe his mother's claim that he was playing the piano at 
the age of two, he does recall playing the piano by ear and improvising 
at the age of four. His parents decided to give him lessons when he was 
nine, after he began playing by ear works his sister was learning for her 
lessons. His first teacher was Paul Bregor, a professor of music at the 
University of Massachusetts at Lowell. 

Fisher found lessons difficult and frustrating, mainly because he 


could not read music. In his mind, reading printed music was at odds 
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with playing by ear and improvising. “Translating symbols into sound 
really slowed me down. Who wanted to do that when I could just play?” he 
says. It took him nearly a year to learn to read music and, although he 
did not make remarkable progress, it was clear that he was a “musical 
youngster.” 

During his youth, neither Fisher nor his parents thought that music 
would become a career. A working class couple (Fisher's father owned a 
laundry), his parents assumed he would become a professional, perhaps a 
doctor or scientist; yet, preoccupied with their economic survival, they 
did not have time to cultivate these notions in their son. They 
recognized that he had musical talent and simply provided him with an 
opportunity to develop it. He was encouraged wholeheartedly, but it was 
never with the belief that his talent would lead to anything more than a 
rewarding hobby. 

Fisher's interest in music was only one among many others. He was 
keenly interested in art and painting and, at the age of twelve, began 
painting lessons with Helmut Krommer at the Boston Music School. He was 
an avid reader, devouring everything that came his way, and he had a 
“peculiar fixation” on the Canadian North. Growing up in a rough Boston 
neighbourhood meant that these interests had to be hidden from his peers, 
who did not consider such interests normal behaviour. "I simply wouldn't 
tell anyone in high school that I played the piano and did other 
things ... . It was a fairly rich secret life." 

Although Fisher continued music lessons until the end of high 
school, he still did not consider a career in music. An academically 


poor student in his first two years of high school, he was told by his 
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guidance counsellor in his senior year not to apply to any colleges 
because he would not be accepted. “At that point, and quite passively,” 
Fisher says, "I was preparing myself for a career in my father's 
laundry." Not one to be daunted by a challenge, however, he applied to 
several colleges and was admitted in 1960 to Colby College, a traditional 
liberal arts college in Waterville, Maine, "but," he says, "I went with 
no particular ambitions in music.” 

Two events at Colby influenced Fisher's decision to pursue music 
seriously. The first involved an independent study program (known as 
"The January Program"), undertaken in his second year. Each student was 
allowed one month away from classes to research a topic of his choice. 


Fisher's project was the "Romantic Miniature,” which entailed learning 
pieces by Chopin, Brahms and Schumann, and lecturing about the music. 
The recital and lecture took place at the home of Colby's president; it 
was a huge success and made Fisher realize that he should take his 
musical interest seriously. 

The second and more influential event happened when Fisher's German 
professor, Wesley Blomster, caught him hiding a miniature score of 
Bartok's Fifth Quartet under his textbook. Blomster asked him to stay 
after class. "He wanted to know if Herr Fisher was concertizing. I told 
him, 'Of course I was. Why else would I waste my time with this?'” 
Blomster offered to take Fisher out of the class and to tutor him. 
German class now consisted of translating and discussing Lieder and 
German Romantic Poetry. "I actually owe my decision to go into music to 


this man," says Fisher. 


In 1962, Blomster left for Colorado and convinced Fisher to follow. 
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6 
The decision to do so was not difficult, for Fisher thought it would be a 
great opportunity to take walks in the mountains, and he knew Colorado 
had a School of Music. He had no idea of who was teaching there and no 
advance guidance in his choice. He simply went. He stayed at Colorado 
for one year and during that time had the good fortune to study piano 
with David Burge, and composition, informally, with George Crumb. Fisher 
maintains contact with both men. 

Fisher returned to Boston in 1963. Still undecided about a career 
in music, he went to work in his father's laundry. He also enrolled as a 
special student at Boston University, where he studied musicology with 
Janet Knapp and counterpoint with Hugo Norden. The following year he 
registered as a full-time student, studying musicology and piano with 
Albert Kanwischer. He completed his undergraduate degree in Music 
History in the spring of 1965. 

That fall he enrolled at the University of Kansas to begin a 
Master's degree in performance. He chose performance as a major because 
he could not see himself as a musicologist, despite his strong interest 
in the discipline. He claims, however, that he couldn't see himself as a 
pianist either, and still does not understand why he chose performance. 
While at Kansas, he took his first composition course with John Pozdro, 
an American composer and teacher. 

Fisher left Kansas after one year and enrolled at Michigan State 
University to complete his Master's degree. There he studied piano with 
Pierre Luboschutz and his wife, Genia Nemenoff, heads of the Piano 
Department. Luboschutz had been a student of Scriabin's, had played 


cards with Rachmaninoff and Paderewski, and knew Prokofiev and 
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Stravinsky. Fisher says of Luboschutz that “it was great to be able to 
share some of this (stories about these great musicians) with this 
man." 

After completing his degree in 1967, he decided that piano 

playing was not for him. He then began doctoral studies in music 

theory at Michigan State. He gave little, if any, thought to 
composition as a doctoral major, even though he had been writing music 
since the age of eleven. While composition was important to hin, 

he felt inhibited about sharing it with anyone; however, at Boston 

he had written a piano sonata and, feeling braver, had performed it at 
his Master's recital. In the doctoral progran, he took his second and 
last composition course from H. Owen Reed, an American composer and 
teacher. He also wrote a piano work called "Six Aphorisms," which took 
first prize in the Michigan Music Teacher's Association Composition 
Contest in 1969. The success of that work, claims Fisher, “encouraged me 
in a way that I had not been encouraged before.” As a doctoral 
candidate, Fisher also studied theory and pedagogy with Paul Harder, and 
musicology with Hans Nathan. Fisher maintains that Nathan was a major 
influence on him because he understood his interest in scholarship. 

By the spring of 1969, he completed his coursework and comprehensive 
exams. After two false starts at dissertation projects, Fisher decided 
that he did not like what he was doing and left to look for work in 
Canada. 

Fascinated by Canada since his childhood, Fisher accepted a job at 


the University of Western Ontario in 1969 as a lecturer in theory and 
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8 
composition. Composition began to interest him more and more, but native 
people interested him even more at the time. Frequent camping trips in 
the north, and lengthy stays on Indian reserves had fueled an interest in 
the plight of native people. He became involved with the Native 
Friendship Centre in London, Ontario, and in the summer of 1972 was 
invited to be part of a research team in the Northwest Territories. By 
the end of the summer, he was more disillusioned than ever about pursuing 
a career in music. Late that fall, he married a former student. He 
moved, with his wife Valerie, to Saskatchewan to take up a term 
appointment in the Department of Northern and Indian Education at the 
University of Saskatchewan. 

Fisher resigned the position after six months and he and Valerie 
went to Toronto. Regretting that he had "given up a tenure-track 
position for no good reason," he accepted a job offer from Acadia 
University in the summer of 1973. While at Acadia, his interest in 
composition developed to the point where he wished to compose seriously. 
Having had little instruction in composition, he applied to the Canada 
Council for a grant to enable him to study with Luigi Dallapiccola in 
Italy and to compose. Unfortunately, a few weeks before Fisher was to 
leave for Italy, Dallapiccola died. Fisher decided to seek permission to 
use the grant to return to Michigan State. He felt the environment there 
would be conducive to composing. When he arrived, he discovered that the 
deadline for completion of his degree was only two weeks away. As the 
Canada Council grant was intended for a composition, Fisher decided to 
write a composition for his dissertation. The university granted him a 


one-year extension for completion of his degree. He says of the 
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university's decision that they were "foolish enough, liberal enough, or 
irresponsible enough to say ‘yes’ to me.” After all, he had only two 
composition courses behind him. With Jere Hutcheson as his supervisor, 
he spent the summer working on the piece, and finished it at Acadia by 
Christmas, 1975. It was now clear to Fisher that he wanted to compose. 

By 1978, he began to feel that Acadia held no more opportunities for 
him. When a job offer came from the University of Alberta that summer, 
he immediately accepted. Hired as an Associate Professor in the 
Department of Music's division of theory and composition, he became its 
chairman by the end of the year, and was granted full professorship in 
1983. In 1984 he became Associate Chairman of the Department of Music, 
and in 1986, Chairman, a position he held until 30 June 1989. 

Ever since his studies at Boston and at Michigan State, Fisher has 
been particularly interested in scholarship. Early 19th Century Italian 
opera captured his interest then, and holds it even now: "I like its 
simplicity, its spontaneity, its absence of pretension, the faith with 
which it accepts musical norms and never feels motivated to challenge 
them. It's the complete opposite of me!" His appreciation of 
scholarship has grown over the years and his activity has not waned. 
Lectures, conference papers, and research occupy his time away from 
composing. 

Inextricably linked with scholarship is his role as teacher. Fisher 
is committed to the “preservation, creation, understanding, and respect 
for the great monuments of the art.” His response to contemporary 
society's immature sense of culture, a culture that “has to include 


everything from hockey to perogies,” in which serious music stemming from 
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a 4000-year history is pushed to the periphery, is “to be the best 
teacher I possibly can be, to cultivate a commitment in my students, so 
as to preserve what is salvageable of this culture." Acknowledging this 
as his responsibility, he says: “That's why it's such a privilege to be 
in a university. This is not just a job; there's really important work 
to be done.” 

Fisher sees the university as an environment which will allow him to 


e 


share ideas, to avoid an "intellectual ghetto,” and to pursue his wide 
variety of interests without the danger of any one of them becoming 
permanently submerged. Thus he is able to maintain scholarship, 
teaching, and composition in an agreeable balance. 

His tenure at the University of Alberta has allowed for even more 
than this. Canada, claims Fisher, is a setting that has enabled him to 
avoid becoming fixated on his career. He feels that had he been in New 
York, his career and its progress would have been more central to his 
life. Other kinds of values have presented themselves here, such as the 
obligation to make an effort to save the Oldman River. 

Such values, and the involvement with such activities, are not 
merely incidental to Fisher the composer; they are central. He says of 
himself that he is not “New Age": "I'm not for the easy way out. I think 
it has to be labour, discipline, constant exposure to new experience, 
dealing with concrete issues of analysis and technique, and, no less 
importantly, sustained by self-cultivation and being a member of the 
human community, and being involved in issues." Fisher's music is always 
about something. It is essentially narrative. "I'm not an inventor of 


tunes,” he claims, "I'm a teller of tales." The titles and accompanying 
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ve 
texts of many of his pieces attest to this. 

Fisher is satisfied that his compositions have substance. They are 
“thought through carefully, sometimes torturously, because that's the way 
things are made." He begins by collecting ideas, looking for potential. 
After some musical “doodling,” some ideas catch his fancy. He then 
develops a catalogue of ideas about the piece. At this point, it "begins 


to explode," he says, “my business is holding it back.” The process is 
exhausting for Fisher, and frequently frustrating. Occasionally he is 
caught up in a frenzy of inspiration, knowing, for certain what he would 
like to do. However, he cautions, "knowing what you'd like to do doesn't 
mean you get to the point where, in fact, you have realized that 
ambition, that image you have. It means you have to work all the harder 
to be able to develop the most effective means by which to realize it.” 
His work is disciplined. There is no stream of consciousness here. 
Fisher maintains that unless his materials are understood thoroughly, 
"there is no reason to have confidence in them as carriers of an 
expressive message.” 

The ideal audience for Fisher's message is one that is “sensitive, 
informed, sympathetic, reasonably sophisticated, and willing to dedicate 
some concentration and energy to the work of listening to music.” He is 
sorry when it is not possible to have such an audience, but he is not 
sorry for himself. For him, the response of an audience is by no means 
the legitimation of the composer. 

Fisher considers his work as a composer and scholar to be a 
reinforcement of himself as a personality. As such, it speaks to his own 


values and hopes. By his own estimation, Fisher is a serious Canadian 
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and a serious Jew, but neither a Canadian composer nor a Jewish composer. 
He is a serious composer and is recognized as such. He sees himself as a 
carrier of an historic continuum, and is pleased with genuine, 
intelligent recognition. That recognition must be based not on 


ethnicity or nationality, but on the composer and his works. 
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INTRODUCTION TO THE CATALOGUE 
This catalogue is an alphabetical listing of all of Fisher's 
compositions, completed and unfinished. Detailed information is provided 
for the completed works, while unfinished works are listed by title only. 
The catalogue also contains a list of articles and papers by and about 
Fisher. I have examined all of the compositions, and they have been 


verified by the composer. 


Information about complete works is given according to the headings 
listed below. In cases where there was no relevant information to 


include under a heading, the heading has been omitted. 


TITLE: Titles of published works appear as they are used on the published 
scores. Where published scores were not available (as is the case of 
Ouverture Pétillante and Two Last Words), the title appearing on the fair 
copy has been used. (For unpublished works, the title appearing on the 
fair copy has been preferred.) If a fair copy has not been produced, or 
if it is unavailable, the title has been taken from the final draft 


(i.e., the last draft in Fisher's hand). 


INSTRUMENTATION: Where possible, this is derived from the published 
score; otherwise, it is taken from the fair copy or the final draft. 


Includes voices as well, when appropriate. 


MOVEMENTS: Where possible, titles and tempo marks of individual movements 


are given. For movements without either of these markings, metronome 
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markings are given instead. 


DURATION: Timings are approximate, based on actual performances, and have 
been taken from Fisher's c.v. and concert programs. Timings of works 


never performed have been estimated by Fisher. 


DATE OF COMPOSITION: This date refers to the year in which the work was 
completed. Where possible, it has been taken from the original 
Manuscript, generally the final draft. In cases where the manuscript 
bears no date, Fisher has provided it. Dates on individual movements are 


noted under the "Manuscript" heading. 


DEDICATION: The dedication, when one appears, is worded exactly as it 
appears on the published score or, in the case of unpublished works, on 
the final draft or fair copy. Dedications appearing on the original 


manuscript are noted under the “Manuscript” heading. 


FIRST PERFORMANCE: Includes the date, location and performers of the 
premiere performance. Information has been derived from various 
sources such as concert programs, Fisher's papers and Fisher himself. 
In some cases, only a general date could be traced (e.g., Fall 1978). 
If the first performance could not be traced, the earliest reference 
to the performance is given, followed by a question mark in 


parantheses. 


PUBLICATION: Includes publication details. 
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15 
SOURCES FOR TEXT: Where possible, the author and title of the work on 
which the text is based are identified. In cases where Fisher has used a 


particular edition, it has been noted. 


MANUSCRIPT: Information about the manuscript is derived from the 
original manuscript, and is given according to the following 


sub-headings: 


Document Type: The manuscript is identified as either holograph or 
autograph, terms defined as follows: 

1. Holograph: A manuscript wholly written in Fisher's hand. 

2. Autograph: A manuscript wholly written in the copyist's hand. 
If a photocopy of the manuscript was examined, this is noted in 
parantheses. Unless indicated otherwise, the manuscripts described are 


in Fisher's possession. 


Paper: The type of paper used to prepare the manuscript is indicated. 
Two terms are used here: 


1. Leaf (leaves): a sheet of paper bearing two sides or pages 
(recto and verso), with printed staves on both sides. 


2. Bifolium (bifolia)*: two leaves, resulting from folding, forming 
a section of four pages. 


In cases where the manuscript is found in a notebook, the paper type is 


described in terms of pages. 


*Bifolium: a term used by some musicologists involved in 
manuscript study. The term “folio” was not used because of its 
varied meanings. 
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The total number of leaves and bifolia comprising the work is also given. 
This number includes title pages, blank pages, and pages that have been 
crossed out or that bear paste-overs. The number of staves is also 


included. 


Composer's Numbering: The numbering refers to the pages that Fisher has 
numbered or, if the manuscript in question is a fair copy, that the 
copyist numbered. Thus, if the first page of music does not bear a 


number, it is not included. 


Format: The manuscript is described as either upright or oblong. 
The height of an upright manuscript is always greater than its 


width. 


Dimensions: Expressed in centimetres as height by width of each leaf. 


Measurements are exact. 


Writing Implement: The writing tool (e.g., pencil, ink or crayon) used to 
prepare the manuscript and to make additional markings is indicated. 
Additional markings are briefly described. The term "ink" includes 


ballpoint ink, India ink and felt pen. 


Style of Handwriting: The handwriting is described as neat or rough. A 


neat hand is one that is legible, suggesting that the work is completed 


oss ak «soy or? Satebx igre Jeale bus mi fo isda Tasot 7 nN 
- 


wend séils | eyes Pots) eegad url ers agbulout yadauy 2 ae ; 


7 a 7 


vala ekvebvere fo teen oT _arevorntaay, taad jas YO Jue beaaat- 
; 5 
beboiortt 


movin sade ‘eogfe 4) O39 asntey ayigodmin 97 sgabiadmy | b’ s9a0 ae! 


aoriaenp ot iqitoevnes 6113 VW) Jib beaodmus 


a 
iw 


2. 265°, tQQe ee. > 
6 VAS God, aS0b olnom to, Qoeq dartd-aid th) , asd _ baredmd jatvgo> 


/babylont Jomal I5,7edaun: 


rida a6 Jdgfige tetats aa Dadlitces6 gf Jqfiapren an + pearso' 
ost dats woteayo avowle of tqkiwgooan sngiszee ns %e rdaled SAT 


is hiw 


> wv 
Leet Maas So dibde vd sigied: de) ewagemitaso at Ssgaezqra canakosats 


+ .fhawe S1a; sagerieesa 


aa. (eevee ae Hak i bse oreo) tasieas 
Loge, birt a2 renee is ‘ea 


nee sud "War* 43 aft + bes 


17 


or near completion. 


Classification: The manuscript is described as final draft or fair copy. 
These terms are defined as follows: 

1. Final Draft: a manuscript in the composer's hand that is 
completed or near completion. It is generally sent to a 
copyist, who uses it to prepare the fair copy. 

2. Fair Copy: a manuscript, generally in the copyist's hand, in 
which the composition process is complete. The fair copy is 
used to prepare the published version or to prepare the 
performance therein. It is generally prepared from the 
final draft. 

Fisher's final drafts are almost always the final version of the work. 
In fact, he rarely, if ever, makes any changes after this stage. These 
drafts, always written in pencil, could easily be called fair copies, 
because of their neat, clean condition. As a rule, Fisher sends the 
final draft to a professional copyist, who prepares the fair copy from 
it. The fair copy and final draft are sent back to Fisher, who then 
proof-reads the former. Provided the copyist has made no mistakes, 
Fisher makes a photocopy of the fair copy and sends the original to his 
publisher in New York, Seesaw Music Corporation. The published score is 
simply a reproduction of the fair copy. Seesaw keeps the original fair 
copy, while Fisher keeps his final draft. 

Manuscripts described as final draft have been described as such by 


Fisher. 
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Date on Document: Dates of individual movements are written exactly as 
they appear on the manuscript. Any anomalies are therefore not an 
error in transcription, but, rather, an indication of Fisher's work 


habits. 


Notes to the Manuscript: Where appropriate, further details about the 
Manuscript are provided, including information about erasures, 
transcriptions of signatures, and location of the manuscript, if not in 


Fisher's possession. 


ADDITIONAL DOCUMENTS: The existence and location of documents not 
described under the manuscript heading are indicated. These documents 
include sketches and drafts (other than the final draft), fair copies, 


and photocopies of fair copies. 


GENERAL NOTES: Where appropriate, additional information is provided 
about the composition, including information about commissions, unusual 


publication details and comments Fisher made about the work. 
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COMPLETED WORKS 

TITLE: Ancient Love: Two Pieces for Mixed Choir 
INSTRUMENTATION: A capella mixed choir 
MOVEMENTS: 


1. The Apple: perfectly lyric and expressive throughout 
2. Jerusalem: elevated, serene 


DURATION: ca. 15' 

DATE OF COMPOSITION: 1985 

DEDICATION: None 

FIRST PERFORMANCE: Never performed 

PUBLICATION: Unpublished 

SOURCES FOR TEXT: Translated and adapted by Fisher from the poetry of 
Judah ha-Levi, a medieval Jewish Hebrew poet and religious 
philosopher. 

MANUSCRIPT: 
Document Type: Holograph (photocopy) 
Paper: 11 leaves; 16 staves 
Composer's Numbering: "2-4" and "2-6" 


Format: Upright 


Dimensions: 37.4 cm x 28 cm. The original is approximately this 
size. 


Writing Implement: The original manuscript is presumably written in 
pencil. 


Style of Handwriting: Neat hand 

Classification: Final draft 

Date on Document: "Apple": August 1985; "Jerusalem": August 1985 
Dedication: None 

Notes to the Manuscript: At end of "Apple": BH/Edmonton, August 


1985/Alfred Fisher. I was unable to examine the original, because it 
is presently in the copyist's possession. 
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ADDITIONAL DOCUMENTS: The complete penultimate draft and the fair copy 
of “Apple” are in Fisher's possession. 


GENERAL NOTES: Fisher said that he would like to hear this work 
performed. He does not foresee a performance in the near future, 
because the work is very demanding. 
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TITLE: Ariel's Whisper 
INSTRUMENTATION: Violin and piano 


MOVEMENTS: Unknown. Manuscript could not be examined in its entirety 
(see below). 


DURATION: ca. 12' 

DATE OF COMPOSITION: 1974 

DEDICATION: None 

FIRST PERFORMANCE: 
January or February 1974 
St. Francis Xavier University 
Alfred Fisher, piano 
Ronald Stoffel, violin 

PUBLICATION: Unpublished 

SOURCES FOR TEXT: Not applicable 

MANUSCRIPT: 
Document Type: Holograph (fragment of violin part) 
Paper: 2 bifolia; 10 staves 
Composer's Numbering: "1-2" and "1-3." There are two copies of the 
violin part, both in Fisher's hand. The copy numbered "1-2" is 
lacking 11 measures of the copy numbered "1-3." These 11 measures 
appear to be written on a page of an unfinished orchestral piece 
Fisher started in 1973. 
Format: Upright 
Dimensions: 31.8 cm x 23.7 cm 
Writing Implement: Both copies are written in black ink. They also 
contain additional markings pertaining to notation and fingering in 
pencil. 
Style of Handwriting: Neat hand 
Classification: Final draft 


Date on Document: March, 1974 
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Dedication: None 
Notes to the Manuscript: Fisher presumably prepared two copies of 
the violin part, one for Ronald Stoffel, the violinist with whom he 
performed the work. On title page of copy numbered "1-2": Alfred 
Fisher/March, 1974. 

MANUSCRIPT: 
Document Type: Holograph (fragment of score) 
Paper: 2 bifolia; 12 staves 
Composer's Numbering: "11-12" 
Format: Upright 


Dimensions: 31.8 cm x 23.7 cm 


Writing Implement: Written in black ink. Additional markings 
pertaining to notation and fingering written in pencil. 


Style of Handwriting: Neat hand 

Classification: Final draft 

Date on Document: March 1974 

Dedication: None 

Notes to the Manuscript: Fragments of the score appear to be written 
on various pages of an unfinished orchestral piece Fisher started in 
1973. On title page: Alfred Fisher/March 1974. 


ADDITIONAL DOCUMENTS: None could be located. 


GENERAL NOTES: When asked about the work, Fisher said "What an 
embarrassing piece.” 
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TITLE: Benediction: for Harp 
INSTRUMENTATION: Harp 
MOVEMENTS: One movement (varying tempi) 
DURATION: ca. 9' 
DATE OF COMPOSITION: Summer 1987 
DEDICATION: For Bethany Schwartz 
FIRST PERFORMANCE: Unknown 
PUBLICATION: New York: Seesaw Music, 1982 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Autograph (photocopy) 
Paper: 5 pages (coil-bound, white covers); 12 staves 
Composer's Numbering: "2-5" 
Format: Upright 
Dimensions: 30.5 cm x 22.8 cm 


Writing Implement: The original manuscript is presumably written in 
black ink. 


Style of Handwriting: Neat hand 
Classification: Fair copy 

Date on Document: 1981 

Dedication: Dedicated to: Bethany Schwartz 


Notes to the Manuscript: The original manuscript is apparently in the 
dedicatee's possession. 


ADDITIONAL DOCUMENTS: The penultimate draft and a photocopy of the fair 
copy are in Fisher's possession. 
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TITLE: Credo 
INSTRUMENTATION: Cello and piano 
MOVEMENTS: One movement: very flexible and expressive throughout 
DURATION: ca. 8' 
DATE OF COMPOSITION: 1981 
DEDICATION: None 
FIRST PERFORMANCE: 
20 June 1981 
Wigmore Hall, London, UK 
Claude Kenneson, cello 
Brian Harris, piano 
PUBLICATION: New York: Seesaw Music, 1982 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 
Paper: 8 leaves; 12 staves 
Composer's Numbering: "2-8" 
Format: Upright 
Dimensions: 30.5 cm x 22.8 cm 
Writing Implement: Written in pencil 
Style of Handwriting: Neat hand 
Classification: Final Draft 
Date on Document: Undated 
Dedication: None 


Notes to the Manuscript: The manuscript contains a few erasures. 
Title of the work does not appear on the manuscript. 


24 


- 


wialg Bae oF 400" :HOLTAHSNE ATEAT 
‘porasovrd sv Peaeaqes Sos aidiael> yisv es oa rr ed : 
“4 » eo swore 
FRel ewOLTIao wey a qjAa 
woot :KOT TAD Pasa a) 
Messy YS 

TBCL ai, OF 

Mm. , mobo of (27 ef aoe 

olla» .gorpsapeaa ‘tuel? 

faiq eb TURE abe 
328I , stout waased 7 e120 wet (SMOI TAO MN 
elidastinuna’ dor ‘TART MOF PHA: 
TULADKUMAN 

(iqeigsiae. sayvs 3eeno OU 

aswera iJ faoinat 35 oye? 

“Sah” sag trade oth a seay fou) 

satis nal 

ao B55S — #5 /¢. 0b Senda 

(tanaq ai ie ~sesealual oe a 

i Pt 


ADDITIONAL DOCUMENTS: A photocopy of the fair copy is in Fisher's 
possession. 


GENERAL NOTES: This work is an arrangement of Mov. 4 of Parables and 


Canons. 
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TITLE: Cry Wolf: a Comedy Based on a Cree Legend 


INSTRUMENTATION: Counter tenor (alto or mezzo), flute, viola, cello 


MOVEMENTS: 
1. Introduction 
2. Weesakachuk the Prankster 
3. Weesakachuk's Empty Belly 
4. The Courting of the Wolf 
5. Lament of the Wolf 
6. Weesakachuk the Schemer 
7. The Grand Repast 


8. 
a 
10. 
1. 
12. 
13. 


Conjugal Delights 
Weesakachuk's Complaint 
The Wolf's Complaint 
Weesakachuk's Escape 
The Solemn Land 
Epilogue 


These titles do not appear on the final draft; they have been taken 
from concert programs. 


DURATION: ca. 25' 


DATE OF COMPOSITION: 1977 


DEDICATION: To Geerge Seeseequesis 


FIRST PERFORMANCE: 


26 September 1979 
Centennial Library Theatre, Edmonton Public Library 
Andrew Bacon, viola 
Barbara Morris, cello 
Linda Schroeder, flute 
Harold Wiens, baritone 


PUBLICATION: New York: 


SOURCES FOR TEXT: Words by Fisher. 


Seesaw Music, 


Me Tet 


Based on a Cree legend about 


Weesakachuk ("Bitter Spirit"), a supernatural Indian and trickster. 


MANUSCRIPT: 


Document Type: Holograph (photocopy) 


Paper: 29 pages (coil-bound, hard blue covers); 16 staves. The 


photocopy is a reduction of the original. 


Composer's Numbering: 
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Format: Upright 
Dimensions: 


Writing Implement: The original manuscript is presumably written in 
pencil. 


Style of Handwriting: Neat hand 

Classification: Final draft 

Date on Document: 1977 

Dedication: None 

Notes to the Manuscript: At end of score: 21 August 1977/Gaspereau, 
Nova Scotia/Alfred Fisher. The manuscript examined is located in the 


Music Resources Centre, University of Alberta. 


ADDITIONAL DOCUMENTS: The penultimate draft and a photocopy of the fair 
copy (photocopied on transparency paper) are in Fisher's possession. 


GENERAL NOTES: Commissioned in 1977 by the Galliard Ensemble of Toronto. 
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TITLE: Diary of a War Artist: Quintet for String Quartet and Clarinet 
INSTRUMENTATION: 2 violins, viola, violoncello, clarinet 
MOVEMENTS: 
1. Glory March: alla marcia; quasi ironicamente 
2. Grey Apocalypse: largo mysterioso 
3. Elegia: largo amarissimo 
4. The Jews of Bergen-Belsen Close Their Eyes; the Name of God on 
their Lips: fantasia di Patimento 
5. Polonaise: impetuoso 
6. Un Canadien Errant: dolcissimo e con rubato 
DURATION: 7 cas 2.37 
DATE OF COMPOSITION: 1989 
DEDICATION: To Stan Fisher 
FIRST PERFORMANCE: First performance pending (possibly fall of 1989) 
PUBLICATION: Unpublished 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 


Paper: 37 bifolia; 12 staves 


Composer ’s Numbering 1-10 tei oO lan eee = 13 la 13 EG 
Mov. 4 contains two pages numbered "2a" and "2b." 


Format: Upright 

Dimensions: 31.6 cm x 24.1 cm 
Writing Implement: Written in pencil 
Style of Handwriting: Neat hand 


Classification: Final draft 
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Date on Document: 


1. January, 1989 

2. October 3, 1988 

3. October 30, 1988 

4, February 6, 1989 

Dee Marchal smo oo 

6. 22 Noember [sic], 1988 


These dates appear on the title page of their respective 
Movements. 


Dedication: To Stan Fisher 


Notes to the Manuscript: The manuscript contains many erasures. Each 
movement has a separate title page. On title page of "Glory March": 
Alfred Fisher/January, 1989/BH. At end of "Grey Apocalypse": Edmonton 
Oct. 35 1988/ Alfred Fisher BH. At end’ of — Elegia™: Oct. 30, 1988 
Edmonton/Alfred Fisher BH. At end of "The Jews": BH ALfred Fisher, 
Edmonton, Feb. 1989. At end of "Polonaise": BH/12 March, 1989/Alfred 
Fisher/Edmonton. At end of "Un Canadian": Edmonton/Nov. 22, 
1988/Alfred Fisher BH. The complete manuscript bears the title 

"Un Canadien Errant: Quintet for String Quartet and Clarinet" (see 
“General Notes"). 


ADDITIONAL DOCUMENTS: Sketches of the work are in Fisher's possession. 


GENERAL NOTES: This work was inspired by Alex Colville's Diary of a War 
Artist, and was commissioned by the CBC for the Oxford String Quartet 
and clarinettist Stan Fisher. The CBC requested that Fisher change the 
title from "Un Canadien Errant” to “Diary of a War Artist." 
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TITLE: Elegiac Variations: for Cello and Orchestra 
INSTRUMENTATION: Flute, oboe, 2 clarinets, 2 bassoons, 2 horns, 
2 trombones, timpani, celesta, harp, cello, 2 violins, viola, 
violoncello, contrabassoon 
MOVEMENTS: 
Theme: Passionata 
Var. 1: Lento, molto espressivo e sereno 
Var. 2: Comodo e sostenuto, molto rubato 
Var. 3: Lento, molto desiderio 
DURATION: ca. 18' 
DATE OF COMPOSITION: 1975 
DEDICATION: For Abraham Kamberg 
FIRST PERFORMANCE: 
12 June 1978 
Dublin, Ireland 
Radio Television Symphony of the Republic of Ireland 
Radio Performance(?) 
Paul Pulford, cello 
PUBLICATION: New York: Seesaw Music, 1980 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Autograph (photocopy) 


Paper: 37 pages (coil-bound, white covers); 20 staves, 16 staves, 14 
staves 


Composer's Numbering: "2-36" 

Format: Upright 

Dimensions: 35.5 cm x 28 cm 

Writing Implement: Original is presumably written ike Teen ink. 


Style of Handwriting: Neat hand 
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Classification: Fair copy 
Date on Document: 1979 
Dedication: For Abraham Kamberg 


Notes to the Manuscript: Whereabouts of the original final draft is 
unknown. 


ADDITIONAL DOCUMENTS: The penultimate draft (theme and first variation 
are missing) and the fair copy of the cello part are in Fisher's 


possession. 


GENERAL NOTES: Commissioned by Radio Telefis Eireann (Radio Television 
Symphony of the Republic of Ireland). 
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TITLE: Five Movements for Bassoon and ‘Cello 
INSTRUMENTATION: Bassoon and violoncello 
MOVEMENTS: 

thks p = 120 marks 

2. Molto espressivo, flessible 

3. Very precise 

4. Molto espressivo, rubato 

5. Meccanico 
DURATION: ca. 14' 
DATE OF COMPOSITION: 1980 
DEDICATION: For Richard Johnston 
FIRST PERFORMANCE: 

14 August 1980 

9th Annual Meeting of the International Double Reed Society 

University of Edinburgh 

Christopher Weait, bassoon 

Margaret Barstow, violoncello 
PUBLICATION: New York: Seesaw Music, 1980 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 

Document Type: Holograph 


Paper: 18 leaves; 12 staves. Glued to the right margin of one leaf is 
a piece of paper, extending two staves by one measure. 


Composer's Numbering: "1-4," "1-3," "1-4," “1-3,” "1-4" 
Format: Upright 
Dimensions: 30.5 cm x 22.9 cm 


Writing Implement: Written in pencil. Mov. 4 written in different 
pencil. 


Style of Handwriting: Neat hand 


Glassi fications Pinal drate 
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Date on Document: 


Po danss 21980 
PerpDecs ss 91979 
3. Undated 

wee Feb. 29, 1980 
Ss AR tera eco kes 


Dedication: None 


Notes to the Manuscript: The manuscript contains many erasures. 

Title of the work does not appear on the manuscript. At end of 1: 
Alfred Fisher/Jan. 2, 1980/ Edmonton, Alberta; at end of 2: Dec. 17, 
1979/Alfred Fisher/Edmonton, Alta.; at end of 4: Feb. 29, 1980/begun 
in Edmonton - finished in Toronto/Alfred Fisher; at end of 5: Jan. 27, 
1980/Edmonton, Alta./Alfred Fisher. 


ADDITIONAL DOCUMENTS: Sketches and drafts of the work are in Fisher's 
possession. 


GENERAL NOTES: Commissioned in 1980 by Christopher Weait, principal 
bassoonist, Toronto Symphony. A grant for the commission was provided 
by the Alberta Composer's Association. 


TITLE: Five Time Prisms: for Saxophone, Piano, Vibraphone 
INSTRUMENTATION: 3 saxophones, piano, and vibraphone 
MOVEMENTS: 
1. Liberamente, fluendo 
2. Lento lugubre 
3. Feroce 
4. Preciso 
5. Fantastico quasi improvisato 
DURATION: ca. 16' 
DATE OF COMPOSITION: 1968 
DEDICATION: For Robert Schwartz 
FIRST PERFORMANCE: 
20 April 1969 
Music Auditorium, Michigan State University 
Leon Gregorian, piano 
Members of MSU saxophone quartet 


PUBLICATION: New York: Seesaw Music, 1976 


SOURCES FOR TEXT: Not applicable 
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MANUSCRIPT: Neither a final draft nor a photocopy of the fair copy could 


be located to provide a manuscript description. 


ADDITIONAL DOCUMENTS: None could be located. 


TITLE: Four Movements for Unaccompanied Clarinet 
INSTRUMENTATION: Clarinet in A 
MOVEMENTS: 
1. Varying tempi 
2. d= 144 
3. Lento, molto serioso 
ae = 63 
DURATION: ca. 12' 
DATE OF COMPOSITION: 1978 
DEDICATION: None 
FIRST PERFORMANCE: 
February 1979 
Harvey Denton Hall, Acadia University 
Stan Fisher, clarinet 
PUBLICATION: New York: Seesaw Music, 1979 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 
Paper: 1 leaf (originally part of bifolium), 5 bifolia; 16 staves 
Composer's Numbering: "1-14" 
Format: Upright 
Dimensions: 38 cm x 27.9 cm 
Writing Implement: Written in pencil 
Style of Handwriting: Neat hand 
Classification: Final draft 


Date on Document: 1978 


Dedication: None 
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Notes To the Manuscript: The manuscript contains several erasures. 
The first movement bears the title “Eagle: Stark Lake, N.W.T. June 
1971," while the second bears the title "Whiskey Jack Rag." These 
titles, however, do not appear on the published score. The manuscript 
bears the title "Four Movements for Clarinet Alone.” 


ADDITIONAL DOCUMENTS: The penultimate draft is in Fisher's possession. 
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TITLE: Gestalt (Symphony) for Brass, Percussion, and Chorus 
INSTRUMENTATION: Brass, percussion, mixed chorus 

MOVEMENTS: Not applicable 

DURATION: Open-ended 

DATE OF COMPOSITION: Summer 1969 

DEDICATION: For My Brother 

FIRST PERFORMANCE: Never performed 

PUBLICATION: Unpublished 

SOURCES FOR TEXT: Not applicable 

MANUSCRIPT: 


Document Type: Holograph. The manuscript consists, in part, of 3 
diagrams. 


Paper: 5 leaves; unlined paper 

Composer's Numbering: Unnumbered 

Format: Upright 

Dimensions: 2/.6 cm x 21.3 cm and 39.7 cm x 30 cm 


Writing Implement: Title page and directions for performance are in 
typescript; diagrams are drawn in black ink. 


Style of Handwriting: Neat hand 
Classification: Final draft 
Date on Document: Undated 
Dedication: For My Brother 


ADDITIONAL DOCUMENTS: None could be located. 
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TITLE: In Darkness 
INSTRUMENTATION: Violoncello 
MOVEMENTS: 
1. Rhyme: carefree, buoyant 
2. Conundrum: impetuously, very freely 
3. Feux Follets: fast, light 
4. Pierce Pond: slow, serene, very fre 
5. Badinage: bright, energetic 
6. From Whence: slowly, tenderly 
DURATION= ca. 15" 
DATE OF COMPOSITION: 1985 
DEDICATION: None 
FIRST PERFORMANCE: 


17 November 1985 
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ely 


Convocation Hall, University of Alberta 


Mark Eeles, violoncello 
PUBLICATION: Unpublished 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 
Paper: 12 leaves; 12 staves 
Composer's Numbering: "1-12" 


Format: Upright 


Dimensions: 30.4 cm x 22.8 cm and 28 cm x 21.6 cm 


Writing Implement: Written in pencil. 
to notation written in lighter pencil. 


Style of Handwriting: Neat hand 
Classification: Final draft 


Date on Document: None 


Additional markings pertaining 


ee )0ClUelC eC CL ee ieee Ci CEES = SSS iii ac SC 


Dedication: None 


Notes to the Manuscript: The manuscript contains several erasures. 


ADDITIONAL DOCUMENTS: None could be found. 
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TITLE: Lamentation Canticle: for Women's Choir 
INSTRUMENTATION: Women's choir, soprano and alto soloists 
MOVEMENTS: One movement: lento, molto espressivo 
DURATION: ca. 12' 
DATE OF COMPOSITION: 1969 
DEDICATION: None (see “Additional Documents” ) 
FIRST PERFORMANCE: 
5 June 1970 
Community Arts Auditorium, Wayne State University 
Wayne State University Women's Chorale 
Robert Harris, conductor 


PUBLICATION: New York: Seesaw Music, 1976 


SOURCES FOR TEXT: The text is a loose translation of Johann Goethe's 
Torquato Tasso, lines 3432-33. 


MANUSCRIPT: 
Document Type: Holograph 
Paper: 4 leaves; 30 staves 
Composer's Numbering: "1-4" 
Format: Upright 
Dimensions: 48.1 cm x 29.8 cm 


Writing Implement: Written in two pencils. There are several 
scribbles in black ink. 


Style of Handwriting: Rough hand 
Classification: Final draft 
Date on Document: Oct. 20 1969 


Dedication: None 
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Notes to the Manuscript: The manuscript contains many erasures and 
several cross-outs and bears the title "Torquato Tasso.” At end of 
score: Fin/Oct. 20 1969. Fisher used this manuscript to prepare the 
fair copy. 


ADDITIONAL DOCUMENTS: A photocopy of the fair copy(?) for Breakthrough 
(see below) is in Fisher's possession. It has been edited by Robert 
Harris, conductor of the first performance, and bears the following 
dedication: For the Wayne State University Women's Chorale. 


GENERAL NOTES: Commissioned in 1969 by the Wayne State University Women's 
Chorale. The work, formerly titled "Beethoven: On 200th Anniversary 
of his Birth,” was premiered along with "My Lai Canticle" (see entry 
for “My Lai Canticle"). Both were performed under the collective 
title, Breakthrough. Fisher later prepared a fair copy of "Beethoven" 
and published it as Lamentation Canticle. 


TITER: 


42 


Moments Sacred and Lachrymose: Six Visions from the Kingdom of 


Priests 


INSTRUMENTATION: Soprano voice, flute (piccolo), B> clarinet (bass 
clarinet), C trumpet, trombone, bass trombone, tuba, 3 percussion 


groups, harp, celesta, violin, cello, contrabass 


MOVEMENTS: 
1. Twenty-three: ominous, threatening 
2. Variations: Thema: larghetto; Var. 1: l'istesso tempo; Var. 2: 
comodo e sostenuto; Var. 3: lento, molto desiderio 
3. The Vision of Micah: molto energico 
4. A Prayer: tumultuoso 
5. Bat Kol: Jacob's Dream: solenne 
6. The Valley of Dry Bones: amarissino [sic] e passionato 


DURATION: ca. 59! 


DATE OF COMPOSITION: 1976 


DEDICATION: To my grandmother who fled from the fires of Kishinev 1903/To 
my blood and bone murdered in Hitler's death camps 1941-1945/To my 
unknown cousins shot in the streets of Santiago 1974. 


FIRST PERFORMANCE: Never performed 


PUBLICATION: Unpublished 


SOURCES FOR TEXT: 


Affidavit of Hermann Friedrich, Graebe, Weisbaden [sic] 
10 November, 1945 

Not applicable 

Micah 6:6-8 

A German Child's Reader (1942) 

Gen. 18:13-15 

Ezek. 37:1-14 


MANUSCRIPT: 


Document Type: Holograph 


Paper: 6 leaves (originally part of bifolia), 30 bifolia; 16 staves, 
12 staves 
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Format: Upright 


Dimensions: Varying dimensions, from 30.8 cm x 23.9 cm to 
38 *cm*x127<8 ‘cn. 


Writing Implement: Written in pencil. Additional markings pertaining 
to instrumentation, notation and minor corrections are written in 


lighter pencil. 
Style of Handwriting: Mainly in a neat hand. 


Classification: Final draft. The manuscript is not as finished in 
appearance as are most of Fisher's final drafts. 


Date on Document: At end of "Vox Dei (Jacob's Dream)": June 23, 1975. 
At end of sixth movement: Sept. 17, 1975. 


Dedication: None 


Notes to the Manuscript: The manuscript contains: many erasures. 

Each movement is titled except the sixth, which bears the heading: 
"6th Mov./Moments (after Intro.).” At end of "Vox dei (Jacob's 
Dream)": June 23, 1975/A. Fisher/E. Lansing, Mich. At end of sixth 
mov.: Sept. 17, 1975/Alfred Fisher/Port Williams, Nova Scotia. 


ADDITIONAL DOCUMENTS: Sketches and a photocopy of the fair copy are 
are in Fisher's possession. 


GENERAL NOTES: This work was Fisher's Ph.D dissertation. 
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TITLE: Morning: Peniel 
INSTRUMENTATION: Piccolo, 2 flutes, 2 oboes, English horn, 
2 Bb clarinets, bass clarinet, 2 bassoons, contrabassoon, 4 horns 
(in F), 3 trumpets (in C), 2 trombones, bass trombone, tuba, 
3 percussion groups, harp, piano (celesta), strings. 
MOVEMENTS: One movement: dark, brooding 
DURATION: ca. 15' 
DATE OF COMPOSITION: 1980 
DEDICATION: For My Brother 
FIRST PERFORMANCE: 
28 October 1983 
Jubilee Auditorium, Edmonton, Alberta 
Edmonton Symphony Orchestra 
Uri Mayer, conductor 
PUBLICATION: New York: Seesaw Music, 1983 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 


Paper: 31 leaves; 28 staves. Extra staves, at one time taped 
to two leaves, are now detached. 


Composer's Numbering: “1-31” 

Format: Upright 

Dimensions: 50.6 cm x 35.5 cm 

Writing Implement: Written in pencil. Additional markings pertaining 
to notation are written in lighter pencil, while an extra staff, one 
measure in length (on leaf 6), is written in black ink. 

Style of Handwriting: Neat hand 


Classification: Final draft 


Date on Document: Undated 
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Dedication: None 


Notes to the Manuscript: The manuscript contains several erasures. 
Title of the work does not appear on the manuscript. 


ADDITIONAL DOCUMENTS: The penultimate draft, earlier drafts, and 
sketches are in Fisher's possession. There is also a photocopy of the 
fair copy. 
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TITLE: My Lai Canticle 
INSTRUMENTATION: Women's choir, pre-recorded tape, electric guitar 
MOVEMENTS: One movement 
DURATION: ca. 11' 
DATE OF COMPOSITION: 1970 
DEDICATION: For the Wayne State University Women's Chorale 
FIRST PERFORMANCE: 
5 June 19 70 
Community Arts Auditorium, Wayne State University 
Wayne State University Women's Chorale 
Robert Harris, conductor 
PUBLICATION: Unpublished 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document: Holograph 
Paper: Photograph (of drawing by Fisher), taped to posterboard 
Composer's Numbering: Unnumbered 


Format: Upright 


Dimensions: Photograph: 25.4 cm x 20.5 cm; Posterboard: 
Seo ectle xe 2omem 


Writing Implement: Not applicable 
Style of Handwriting: Neat hand 
Classification: Fair copy 

Date on Document: 1970 


Dedication: None 
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Notes: Title is written in black ink above the photograph. Below 
photograph: Alfred Fisher/London, 1970. Original performance notes 


are missing. 
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ADDITIONAL DOCUMENTS: Photocopies are in Fisher's possession. 


GENERAL NOTES: Commissioned in 1969 by the Wayne State University 
Women's Chorale. The work was premiered along with "Beethoven: On 
200th Anniversary of his Birth,” a choral work for women's voices. 
Both were performed under the collective title, Breakthrough. Fisher 


later published "Beethoven" as Lamentation Canticle. See entry for 
Lamentation Canticle. 
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TITLE: The Nameless Dances 
INSTRUMENTATION: Violin and piano 
MOVEMENTS: 
1. Con mistero 
2. Presto preciso 
3. Tenebro 
4. Burlescaz; presto con audacia 
DURATION: ca 11' 
DATE OF COMPOSITION: 1987 
DEDICATION: None 
FIRST PERFORMANCE: 
23 November 1988 
Convocation Hall, University of Alberta 
Norman Nelson, violin 
Michael Redshaw, piano 
PUBLICATION: Unpublished 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 
Paper: 13 bifolia; 12 staves 
Composer's Numbering: "1-24" 
Format: Upright 


Dimensions: 31.7 cm x 24.2 cm 


Writing Implement: Written in pencil. Title page is unfinished and 
written in a lighter pencil. 


Style of Handwriting: Neat hand 
Classification: Final draft 
Date on Document: July 20, 1987 


Dedication: None 
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Notes to the Manuscript: The manuscript contains many erasures. At 
end of score: July 20, 1987/Alfred Fisher/Edmonton/BH. 


ADDITIONAL DOCUMENTS: The penultimate draft is in Fisher's possession. 
GENERAL NOTES: Commissioned by the Canada Council for the 1988 


Eckhardt-Gramatté National Music Competition. This composition was 
the required piece in the violin category. 
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TITLE: Night Elegy: Three Songs on Texts by Hermann Hesse 


INSTRUMENTATION: Mezzo-soprano, violin, viola, violoncello, harpsichord, 
celeste 


MOVEMENTS: 
1. How Heavy the Days Are: lento 
2. A Swarm of Gnats: fantastico 
3. Childhood: desolato 
DURATION: ca. 20' 
DATE OF COMPOSITION: January and February 1973 
DEDICATION: None 
FIRST PERFORMANCE: 
25 January 1979 
Convocation Hall, University of Alberta 
Elsie Achuff, soprano 
Members of the University of Alberta String Quartet 
PUBLICATION: New York: Seesaw Music, 1979 
SOURCES FOR TEXT: Words by Hermann Hesse. Translated by Fisher. Fisher 
used the following edition: Poems by Hermann Hesse. Selected and 
translated by James Wright. New York: Farrar, Straus and Giroux, 
MANUSCRIPT: 
Document Type: Holograph 
Paper: 32 leaves; 12 staves 
Composer's Numbering; “1-115> Gl-11, 1-9.) “How Heavy the Days” 
contains 2 leaves numbered "1"; the second leaf is a revision of the 
first, and appears in the fair copy and the published score. 
Format: Upright 
Dimensions: 31.4 cm x 23 cm 
Writing Implement: Written in pencil. Additional markings pertaining 


to notation and minor corrections are written in pencil, black ink and 


blue ink. There are also several cross-outs in pencil, and black and 
blue ink, several scribbles in black ink, and several marginal notes 
in pencil. 
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Style of Handwriting: Mainly in a rough hand 
Classification: Final draft 
Date on Document: None 


Dedication: None 


Notes to the Manuscript: The manuscript contains many erasures. 

Title of the work does not appear on the manuscript. Fisher used the 
Manuscript to prepare the first of two fair copies that exist for this 
work. The fair copy made by Fisher was used for the first 
performance. Fisher then had the work professionally copied and 
published. 


ADDITIONAL DOCUMENTS: A fair copy made by Fisher and a photocopy of the 
fair copy made by a copyist are in Fisher's possession. There is also 


an early draft. 
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TITLE: Ouverture Pétillante 

INSTRUMENTATION: Piccolo (sounding 8va), 2 flutes, 2 oboes, 2 clarinets, 
bass clarinet, 2 bassoons, contrabassoon, 4 French horns, 3 trumpets, 
2 trombones, bass trombone, tuba, 2 percussion groups, harp, strings, 
contrabass 

MOVEMENTS: One movement: varying tempi. 

DURATION: ca. 7' 

DATE OF COMPOSITION: 1983 

DEDICATION: None 

FIRST PERFORMANCE: 
2 April 1984 
Convocation Hall, University of Alberta 
St. Cecilia Orchestra 
Malcolm Forsyth, conductor 

PUBLICATION: New York: Seesaw Music, 1984 

SOURCES FOR TEXT: Not applicable 

MANUSCRIPT: 
Document Type: Holograph 
Paper: 17 leaves; 28 staves 
Composer's Numbering: "1-17" 
Format: Upright 
Dimensions: 50.6 cm x 35.4 cm 
Writing Implement: Written in pencil. Additional markings and notes 
pertaining to notation and minor corrections are written in lighter 
pencil and red and blue crayon, as are notes for layout of fair copy. 
Numerous marginal notes have presumably been made by copyist. 
Style of Handwriting: Neat hand 
Classification: Final draft 


Date on Document: Undated 
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Dedication: None 


Notes to the Manuscript: The manuscript contains several erasures. 
There is no title page; however, the title is written at the top of 
the first leaf. 


ADDITIONAL DOCUMENTS: The penultimate draft and a photocopy of the fair 
copy are in Fisher's possession. 
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TITLE: The Owl at Dusk: Five Scenes on Poetry from the Yiddish 


INSTRUMENTATION: Flute (alto flute), viola, cello, piano (celesta), 
percussion, conductor (percussion and piano), soprano (crotales, 
tam-tam, tambourine) 


MOVEMENTS: 


1. God of Mercy: lento 

2. Rhymes: meccanico, ritmico 

3. A Beard Wishes to Escape: absolutely precise throughout 
4. Reb Levi Yitzhok: intensely reflective, lonely 

5. Poem 


DURATION: ca. 25' 

DATE OF COMPOSITION: 1978 
DEDICATION: For My Mother 
FIRST PERFORMANCE: 


Fall 1978(?) 

Dalhousie University 

Sheila Brand, soprano 

Nova Music 

Robert Marcellus, conductor 


PUBLICATION: Unpublished. Fisher has been unable to obtain permission 
from Holt, Rinehart and Winston, publishers of the texts, for 


publication. 
SOURCES FOR TEXT: 


Kadia Molodowsky, “God of Mercy” 

J.I. Segal, “Rhymes” 

A. Lutzky, "A Beard Wishes to Escape” 
Itzik Marger, "Reb Levi Yitzhok" 
Peretz Markish, “Poem” 


Fisher used the following edition: Howe, Irving, and Eliezer 
Greenberg, eds. A Treasury of Yiddish Poetry. New York: Holt, 
Rinehart and Winston, 1969. 

MANUSCRIPT: 
Document Type: Holograph 


Paper: 7 leaves (originally part of bifolia), 14 bifolia and 
3 replacements; 16 staves 
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Composer's Numbering: "1-58" 
Format: Upright 
Dimensions: 38 cm x 27.8 cm 


Writing Implement: Written in pencil. Additional markings and 
notes in red and blue crayon made by the conductor of the first 


performance. Five measures in the last movement have been crossed out 
with blue ink. 


Style of Handwriting: Neat hand 

Classification: Final draft 

Date on Document: "God of Mercy": May, 1978; “Poem”: 8 July 1978 
Dedication: For My Mother 


Notes to the Manuscript: The manuscript contains several erasures as 
well as a diagram showing instrument arrangement. The dedication 
appears twice in the manuscript but only once in the fair copy. At 
end of "God of Mercy": Alfred Fisher/May, 1978/Gaspereau, N.S. At 
end of "Poem": 8 July, 1978/Alfred Fisher/Gaspereau, N.S. The 
physical layout of the manuscript has apparently been altered for the 
ease of conductor of first performance. 


ADDITIONAL DOCUMENTS: The penultimate draft, the fair copy, and a 
photocopy of the fair copy are in Fisher's possession. 
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TITLE: Parables and Canons: for Viola and Piano 
INSTRUMENTATION: Viola and piano 
MOVEMENTS: 
1. Passionato 
2. Enigmatic 
3. 9Pxresto 
4. Very flexible and expressive throughout 
5. Bright and energetic 
DURATION: ca. 25! 
DATE OF COMPOSITION: 1981 
DEDICATION: For Bruce Vogt 
FIRST PERFORMANCE: 
May 1987 
CBC Radio (National network) 
Rivka Golani, viola 
William Tritt, piano 
PUBLICATION: New York: Seesaw Music, 1983 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 


Paper: 19 leaves (8 of which were originally part of bifolia), 
6 bifolia; 12 staves, 16 staves, 24 staves 


Composerts, Numbering: gel—/ .egel 7) wel o ee IO ele 
Format: Upright 


Dimensions: The manuscript varies in dimension, from 30.5 cm x 22.9 cm 
t6555.4 cm) xe25 cm 


Writing Implement: Written in pencil. Additional markings in light 
green crayon have presumably been made by copyist. 


Style of Handwriting: Neat hand 


| . i Py F 


A a 


‘ ke t¥ rol i cai on 4o.ce 


>. onmtg vk afety. eyoi't 
\ 


an). 
© j 
- 5 S.€ i 
er 
Gi ee leasi qe? iga Sid) 
ta" eat 
«® 
r FOL 1203!) 
» / A 
A 4 
Criow Seg l 105) . 
Alor ao} t 4 ia 
S08) 4 J je 


tae gatay'! VARIO? coy way ANITA.) ICES 


Haein viol + »qy; 


Polity ae Oy. env snl ©. *1979 
oa casi Ak erat Si Nemleilé.” oe 


pind ageliedai® 2 iwaoge, > 


Bled rag! sh il 3 


; : 
Saprsauien’ 9:1, eenol ree Ltt 


ta AU's 9h Gy es Z 


; 7 

? ¥ a 
te oe. dil, ab goer ‘ 
a in a inn ih onus 


ee site 


— 


[ 
= 


Classification: Final draft 
Date on Document: Undated 
Dedication: None 


Notes to the Manuscript: The manuscript contains several erasures. 
Title of the work does not appear on the manuscript. 


ADDITIONAL DOCUMENTS: The penultimate draft, earlier drafts, and a 
photocopy of the fair copy are in Fisher's possession. 


GENERAL NOTES: Commissioned in 1987 by the Canadian Music Centre. 
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TITLE: Peace Variations: for Strings 
INSTRUMENTATION: 2 violins, viola, violoncello 
MOVEMENTS: 
Theme: Adagio 
Var. 1: Always warmly expressive and as legato as possible 
Var. 2: Gracefully 
DURATION: ca. 6' 
DATE OF COMPOSITION: 1985 
DEDICATION: None 
FIRST PERFORMANCE: 
21 August 1985 
7th Suzuki International Conference 
Jubilee Auditorium, Edmonton 
Festival Orchestra Students 
PUBLICATION: New York: Seesaw Music, 1985 
SOURCES FOR TEXT: None 
MANUSCRIPT: 
Document Type: Holograph (photocopy) 
Paper: 5 leaves, 12 staves 
Composer's Numbering: "1-5" 


Format: Upright 


Dimensions: 31.7 cm x 24.1 cm. The original is approximately this 
size. 


Writing Implement: The original is presumably written in pencil. 
Style of Handwriting: Neat hand 
Classification: Final draft 


Date on Document: None 
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Notes to the Manuscript: Fisher said that the work was first 
published in his hand, because there was no time to have it 
professionally copied before the first performance. He had it 
copied later. The second version of the published score is now a 


reproduction of the fair copy. Whereabouts of the original manuscript 
is unknown. 


ADDITIONAL DOCUMENTS: The penultimate draft and an earlier draft are in 
Fisher's possession. 


GENERAL NOTES: Commissioned by the CBC for the 7th Suzuki International 
Festival, Edmonton, Alberta, 1985. 
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TITLE: Piano Sonata 
INSTRUMENTATION: Piano 
MOVEMENTS: 
1. Introduzione: adagio; doloroso 
2. Energico 
3. Molto moderato 
4. Adagio rubato 
DURATION:e caw l/s 
DATE OF COMPOSITION: 1965 
DEDICATION: For My Father 
FIRST PERFORMANCE: 
4 June 1967 
Music Auditorium, Michigan State University 
Alfred Fisher, piano 
Fisher performed this work for his Master's degree recital. 
PUBLICATION: Unpublished 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 


Document Type: Holograph 


Paper: 14 pages in a coil music notebook with a red cover (remaining 5 
pages are blank); 10 staves 


Composer's Numbering: Unnumbered 

Format: Upright 

Dimensions: 26.7 cm x 20.3 cm 

Writing Implement: Written in different pencils. Additional markings 
pertaining to notation are written in lighter pencil, as are several 
tempo marks. There are also several scribbles in pencil. 

Style of Handwriting: Mainly in a neat hand. 


Classification: Final draft 


Date on Document: Undated 


7 : | | : 
7 a : : agate? al rt aed | Ts 
7 
on ao Phare inraur | 
5 
7 7 '¢ a Zz aNaV0 by - 
2 


b gertguns inv behiys bed ck 

f eo-3 > Ty ; cS 
it otayshon Waheits a= 
aiscut 41a ; 


, 
TE Wao 2 WOATAR 
Ea; :WOTTISHMMS We FTAA 
iets? VM wot Lsiue eee ele 
,ROMAMICTAS T° ANS 
7 
u 7 ters yt 
st i 
: erase : : Meus 5 
eagi Ms gavly 
ss a. Aa Rs) ait i vy 
7 > ft “wot ‘Sige 8r hame tree tel: 
1 5 
| i. Baslt iguana 14) 5 Las 
: Pe! 1; ae 
a @ieiasliags Som. {thet AVA 
: 
pil 
: dyasgulo’ toaee l Twardieod 
. a 
© tt Sat seeeq *. -1946 
Wess pj pans -. STK ¢ a 
RO) sage Ps pear afabece9 : 


:) 
7 7 

as) saan fl irae 
: | | ae to! es . ay Aeshna i 


‘ 
a 7 
ity . 


61 


Dedication: None 


Notes to the Manuscript: The manuscript contains many erasures, and 
much of the writing is smudged. 


ADDITIONAL DOCUMENTS: A sketch and a photocopy of the fair copy (which 
is hard-bound) are in Fisher's possession. The photocopy contains an 


introduction that does not appear in the final draft. 
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TITLE: Psalm 85 

INSTRUMENTATION: A capella mixed choir and soprano solo 
MOVEMENTS: One movement: A = ca. 58 

DURATION: ca. 10' 

DATE OF COMPOSITION: 1979 


DEDICATION: In memory of Ahad Ha'am. Ahad Ha'am is the pen name of 
Asher Ginzberg (1856-1927), a writer and Zionist philosopher. 


FIRST PERFORMANCE: 
9 April 1988 
Convocation Hall, University of Alberta 
Susan Henze, soprano 
University of Alberta Madrigal Singers 
University of Alberta Concert Choir 
Leonard Ratzlaff, conductor 


PUBLICATION: New York: Seesaw Music, 1979. Also published by Seesaw as 
the first motet of Two Sacred Motets. 


SOURCES FOR TEXT: Psalm 85: Lord, thou hast been favourable unto thy 
Land sens ps 


MANUSCRIPT: 
Document Type: Autograph (photocopy) 
Paper: 9 pages (coil-bound, light brown covers); 12 staves 
Composer's Numbering: "1-15" 
Format: Upright 
Dimensions: 31.1 cm x 24.1 cm 
Writing Implement: The original is presumably written in black ink. 
Style of Handwriting: Neat hand 
Classification: Fair copy 
Date on Document: 1979 


Dedication: In memory of Ahad Ha'am 
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ADDITIONAL DOCUMENTS: The penultimate draft (several leaves are 
missing) and a photocopy of the fair copy are in Fisher's 
possession. 


GENERAL NOTES: Commissioned by the Da Camera Singers of Edmonton, 
with the support of the Canada Council. The Da Camera Singers were to 
have premiered the work, but rehearsal difficulties prevented them. 


TITLE: Serenade for Flute, Horns and Strings 
INSTRUMENTATION: Flute, horns, strings 
MOVEMENTS: Unknown 

DURATION: ca. 10' 

DATE OF COMPOSITION: 1979 

DEDICATION: Unknown 

FIRST PERFORMANCE: Never performed 
PUBLICATION: Unpublished 


SOURCES FOR TEXT: Not applicable 


MANUSCRIPT: The manuscript is apparently lost. 


recall any details. 


ADDITIONAL DOCUMENTS: None could be located. 
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TITLE: Shema Yisroael 


INSTRUMENTATION: A capella mixed choir, soprano solo, C# (low) and 
G# crotales (played by conductor) 


MOVEMENTS: One movement: very expressive and freely 
DURATION: ca. 10' 
DATE OF COMPOSITION: 1979 


DEDICATION: In memory of Ahad Ha'am. Ahad Ha'am is the pen name of 
Asher Ginzberg (1856-1927), a writer and Zionist philosopher. 


FIRST PERFORMANCE: 
17 March, 1983(7) 
Convocation Hall, University of Alberta 
Elsie Achuff, soprano 
The Madrigal Singers 


PUBLICATION: New York: Seesaw Music, 1979. Also published by Seesaw as 
the second motet of Two Sacred Motets. 


SOURCES FOR TEXT: Deuteronomy 6:4-5 
MANUSCRIPT: 
Document Type: Autograph (photocopy) 


Paper: 7 pages (coil-bound, light brown covers); 
12 staves 


Composer's Numbering: "1-12" 

Format: Upright 

Dimensions: 31.8 cm x 24.1 cm 

Writing Implement: The original is presumably written in black ink. 
Style of Handwriting: Neat hand 

Classification: Fair copy 

Date on Document: 1979 


Dedication: In memory of Ahad Ha'am 
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ADDITIONAL DOCUMENTS: A photocopy of the fair copy is in Fisher's 
possession. 


GENERAL NOTES: Commissioned by the Da Camera Singers of Edmonton, with 
the support of the Canada Council. The Da Camera Singers were to have 
premiered the work, but rehearsal difficulties prevented them. 
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TITLE: Six Aphorisms: for the Piano 
INSTRUMENTATION: Piano 
MOVEMENTS: 
1. Liberamente 
2. Con fuoco 
3. Scherzando 
4. Dramatico, adagio 
5. Adagio mesto 
6. Notturno: Molto lento 
DURATION: ca. 12' 
DATE OF COMPOSITION: 1967 
DEDICATION: For Leon Gregorian 
FIRST PERFORMANCE : 
1 May 1968 
Music Auditorium, Michigan State University 
Leon Gregorian, piano 
PUBLICATION: New York: Seesaw Music, 1976 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 


Paper: 15 pages in a coil music notebook, light blue cover (no pages 
remaining); 10 staves. 


Composer's Numbering: Unnumbered 
Format: Upright 
Dimensions; 26./ cm x/20/3 cm 


Writing Implement: Written in different pencils. Additional 

markings pertaining to notation are written in lighter pencil. 

Several pages contain scribbles in black ink, while a small section at 
the end of the last movement is written in red crayon. On the first 
and third pages are arrows drawn in pencil and black ink, indicating 
the insertion of additional measures. 
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Style of Handwriting: Mainly in a neat hand 
Classification: Final draft 
Date on Document: Nov. 5, 1967 


Dedication: None 


Notes to the Manuscript: The manuscript contains many erasures. 
Title of the work does not appear on the manuscript. 


ADDITIONAL DOCUMENTS: Sketches and a first draft are in Fisher's 
possession. 
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TITLE: Six Fantasy Pieces 
INSTRUMENTATION: Piano 
MOVEMENTS: 
Tet WArik 
2. Reminiscenses de Turandot: presto possible 
3. There is my people sleeping (in memory of Sarain Stump): very 
slowly, freely 
4. An Etude of Chopin: vivace molto legato 
5. Quicksilver 
6. Fallen Angel: with a cold melancholy, very slowly, freely 
DURATION: ca. 23' 
DATE OF COMPOSITION: 1982 
DEDICATION: For David Burge 
FIRST PERFORMANCE: 
22 November 1982 
Convocation Hall, University of Alberta 
Joachim Segger, piano 
PUBLICATION: New York: Seesaw Music, 1983 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Autograph (photocopy) 


Paper: 35 leaves; 12 staves 


Compose rucmnumbert np: mel Oremer —150 rel 9—20)"  o2=26," 992 7=28, 
729-32" 


Format: Upright 

Dimensions: 31.8 cm x 24.1 cm 

Writing Implement: The original is presumably written in black ink. 
Style of Handwriting: Neat hand 


Classification: Fair copy 
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Date on Document: 1982 
Dedication: for David Burge 
Notes to the Manuscript: Whereabouts of the final draft is unknown. 


ADDITIONAL DOCUMENTS: The penultimate draft, earlier drafts, and 
sketches are in Fisher's possession. 


GENERAL NOTES: Commissioned by the CBC in 1982. The work was to have 
been premiered by David Burge, but extraneous circumstances prevented 
hin. 


TITLE: Small Worlds: Music for String Trio 
INSTRUMENTATION: Violin, viola, violoncello 
MOVEMENTS: 

1. Rules: with great energy 

2. Change: sinuous evil 


3. Forever: very slowly, broadly, with intensity 
4. Remembered: always expressive, serious, and without parody 


5. Broken: violent 
6. Other World: timeless, distant but still intense 
DURATION: ca. 23' 
DATE OF COMPOSITION: 1984 
DEDICATION: None 
FIRST PERFORMANCE: 
18 August 1985 
7th Suzuki International Conference 
Jubilee Auditorium, Edmonton, Alberta 
Norman Nelson, violin 
Michael Bowie, viola 
Colin Ryan, cello 
PUBLICATION: New York: Seesaw Music, 1985 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 


Paper: 5 leaves (originally part of bifolia), 9 bifolia; 
12 staves 


Composer's Numbering: "1-41" 

Format: Upright 

Dimensions: 31.8 cm x 24.1 cm 
Writing Implement: Written in pencil 
Style of Handwriting: Neat hand 


Classification: Final draft 
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Date on Document: Sept. 1984 
Dedication: None 


Notes to the Manuscript: The manuscript contains several erasures. 
At end of score: B.H./Alfred Fisher/Edmonton, Sept. 84. 


ADDITIONAL DOCUMENTS: The penultimate draft, sketches, and a photocopy 
of the fair copy are in Fisher's possession. 


GENERAL NOTES: Small Worlds was commissioned by the Society for Talent 
Education in commemoration of the Seventh Suzuki International 


Conference. 
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TITLE: Sonata Breve 
INSTRUMENTATION: Trumpet in C, bass trombone 
MOVEMENTS: 
1. Adagio 
2. Allegro molto 
3. Molto largo 
4. Energico 
DURATION: ca. 10' 
DATE OF COMPOSITION: 1975 
DEDICATION: None 
FIRST PERFORMANCE: Never performed 
PUBLICATION: Unpublished 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Autograph 
Paper: 9 leaves; 8 staves, 12 staves 
Composer's Numbering: "2-9" 
Format: Upright 
Dimensions: 31.7 cm x 24.2 cm 
Writing Implement: Written in black ink 
Style of Handwriting: Neat hand 
Classification: Fair copy 
Date on Document: 1975 
Dedication: None 


Notes to the Manuscript: The manuscript contains two erasures. 


ADDITIONAL DOCUMENTS: None could be located. 
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GENERAL NOTES: Fisher described this work as "a piece of garbage,” 
one that "does not work.” 
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TITLE: Sweet for Flute 
INSTRUMENTATION: Flute 
MOVEMENTS: 
1. Fluid: very freely 
2. Supple: liquid 
3. With driving energy 
4. Warmly: intensely 
5. Bright: incisive 
DURATION: ca. 14' 
DATE OF COMPOSITION: 1982 
DEDICATION: None 
FIRST PERFORMANCE: 
22 November 1982 
Convocation Hall, University of Alberta 
Jonathan Bayley, flute 
PUBLICATION: New York: Seesaw Music, 1983 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 
Paper: 8 leaves (originally part of bifolia); 16 staves 
Composer's Numbering: "1-8" 
Format: Upright 


Dimensions: 38.1 cm x 28 cm 


Writing Implement: Written in pencil. Additional markings in lighter 
pencil have presumably been made by copyist. 


Style of Handwriting: Neat hand 
Classification: Final draft 


Date on Document: Undated 
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Dedication: None 


Notes to the Manuscript: The manuscript contains several erasures. 
Title of the work does not appear on the manuscript. 


ADDITIONAL DOCUMENTS: A sketch and a photocopy of the fair copy are in 
Fisher's possession. 
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TITLE: Three Mountain Songs 
INSTRUMENTATION: Flute and voice 
MOVEMENTS: 

1. Mountains at Night 

2. Torrents 

3. The Explorer 
DURATION: ca. 10' 


DATE OF COMPOSITION: 


"Mountains at Night" and "The Explorer”: 1974 
mLOETEHES as 1979 


DEDICATION: None 

FIRST PERFORMANCE: 
17 March 1980 
Convocation Hall, University of Alberta 
Elsie Achuff, soprano 
Linda Schroeder, flute 

PUBLICATION: Unpublished 

SOURCES FOR TEXT: 
1. Hermann Hesse, "Mountains at Night” 
2. Matthew Arnold, “Parting” 


3. Rudyard Kipling, "The Explorer” 


MANUSCRIPT: 


(i) 


Document Type: Holograph ("Mountains at Night" and "Torrents" only; 


holograph of “Explorers” is missing) 
Paper: 7 leaves, 1 bifolium; 10 staves, 16 staves 


Composer's Numbering: "Mountains at Night": "1-7"; 
unnumbered 


Format: Upright 


Dimensions: 28 cm x 21.6 cm and 38 cm x 27.9 cm 


STorrentsa: 


78 
Writing Implement: "Mountains at Night" written in black ink. 
“Torrents” written in pencil. 
Style of Handwriting: Neat hand 
Classification: Final draft 
Date on Document: "Torrents": Sept. 1979 
Dedication: None 


Notes: “Torrents” contains a few erasures. At end of "Torrents": 
Edmonton, Sept. 1979/Alfred Fisher. 


MANUSCRIPT: 
Document Type: Autograph 
Paper: 12 leaves; 12 staves 
Composer's Numbering: "2-11" 
Format: Upright 
Dimensions: 33.1 cm x 24.1 cm 
Writing Implement: Written in black ink. Vertical lines drawn in 
green crayon through some measures have presumably been made by 
copyist. 
Style of Handwriting: Neat hand 
Classification: Fair copy 
Date on Document: 1979 


Dedication: None 


ADDITIONAL DOCUMENTS: The penultimate draft of "Torrents" and a 
photocopy of the fair copy are in Fisher's possession. 


GENERAL NOTES: This work was formerly entitled Behind the Ranges, and 
consisted of two songs: "Mountains at Night” and “The Explorer." 
Fisher later added the third song, "Torrents," placing it between the 
other two. The work was performed as Behind the Ranges in 1974(?), 
with Mary Morrison as soloist. 
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TITLE: To a Gentile Poet: After Mani Leib 
INSTRUMENTATION: 2 violoncelli 
MOVEMENTS: 
1. Sereno, molto largo 
2. Andante, molto serioso e con rubato 
3. Con goia 
4, Amarissimo 
5. Passionato 
DURATION: ca. 18' 
DATE OF COMPOSITION: 1978 
DEDICATION: None 
FIRST PERFORMANCE: 
28 January 1978 
Toronto, Ontario 
Paul Pulford and Claire Carberry (Pulford), cellists 
PUBLICATION: New York: Seesaw Music, 1979 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph 


Paper: 1 leaf (originally part of bifolium), 7 bifolia; 
16 staves 


Composer's Numbering: "1-13" 

Format: Upright 

Dimensions: 38 cm x 27.8 cm 

Writing Implement: Written in pencil. Additional markings pertaining 
to notation and minor corrections are written in red crayon, while 
page numbers are written in blue ink. 


Style of Handwriting: Neat hand 


Classification: Final draft 
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Date on Document: On title page: 1977; at end of Mov. 2: 
Oct. 1978; at end of Nov. 4: Dec. 30, 1976. 


Dedication: To Paul and Claire Pulford 


Notes to the Manuscript: The manuscript contains several erasures. 
At end of Mov. 2: Alfred Fisher/Oct. 1978/Gaspereau, N.S. 


ADDITIONAL DOCUMENTS: Sketches and drafts are in Fisher's possession. 
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TITLE: Two Last Words 
INSTRUMENTATION: Soprano voice and piano 
MOVEMENTS: 


1. Seeds: light, fantastic 
2. Strange How When We Walk: slowly, tenderly, with fr 


DURATION: ca. 9' 
DATE OF COMPOSITION: 1984 
DEDICATION: For Wendy Martin 
FIRST PERFORMANCE: 
10 March 1985 
St. David's United Church, Calgary, Alberta 
Kristina Johnston, soprano 
Jamie Syer, piano 
PUBLICATION: New York: Seesaw Music, 1984 
SOURCES FOR TEXT: Words by Wendy Martin 
MANUSCRIPT: 
Document Type: Holograph 
Paper: 13 leaves; 12 staves 
Composer's Numbering: "1-5" and "2-8" 
Format: Upright 
Dimensions: 22.8 cm x 30.5 cm 
Writing Implement: Written in pencil. Additional marki 
pertaining to notation are written in lighter pencil. 
of "Seeds" bears name of author of text in blue ink. 
Style of Handwriting: Neat hand 
Classification: Final draft 


Date on Document: "Strange How When We Walk": Jan. 1984 


Dedication: None 
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Notes to the Manuscript: The manuscript contains a few erasures. 
At end of "Seeds": Alfred Fisher/Jan. 84/Edmonton, Alberta 


ADDITIONAL DOCUMENTS: An early draft for each of the songs is found 
with the final draft. There is also a photocopy of the fair copy in 


the composer's possession, which bears the dedication "For Wendy 
Martin.” 


GENERAL NOTES: Fisher said that he wished the work were not performed 
so much, because it needs more movements to balance it. Wendy Martin 
gave him four poems to set to music, but he used the two that, in his 
opinion, were thematically related. "If she gave me some other poems, 
I might use them to round out the work.” 
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TITLE: Visitation: Three Movements for B> Clarinet and Piano 
INSTRUMENTATION: Clarinet in BP and piano 
MOVEMENTS: 
1. Molto largo 
2. Largo possible 
3. Lento, molto tranquillo 
DURATION: ca. 20' 
DATE OF COMPOSITION: 1971 
DEDICATION: None 
FIRST PERFORMANCE: 
16 March 1972 
Recital Hall, University of Western Ontario 
Robert Riseling, clarinet 
PUBLICATION: New York: Seesaw Music, 1976 
SOURCES FOR TEXT: Not applicable 
MANUSCRIPT: 
Document Type: Holograph (clarinet part only) 
Paper: 2 biofolia (one of which contains a paste-over); 16 staves 
Composer's Numbering: "2-7" 
Format: Upright 


Dimensions: 38.1 cm x 27.9 cm 


Writing Implement: Written in pencil. Additional markings pertaining 
to minor corrections written in red crayon and blue ink. 


Style of Handwriting: Neat hand 
Classification: Final Draft 


Date on Document: Undated 
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Dedication: None 


Notes to the Manuscript: The manuscript contains several erasures. 
There are cues, photocopied from the fair copy(?) in Fisher's hand, 
glued to the manuscript. This manuscript was used by Robert Riseling 
for the first performance. Whereabouts of the original full score is 
unknown. 


ADDITIONAL DOCUMENTS: A photocopy of the fair copy made by Fisher and 
a photocopy of the professionally copied fair copy are in Fisher's 
possession. 


GENERAL NOTES: Movement 3 is based on “Isle of Islay,” a song by 
the folksinger Donovan. The work was first published in Fisher's hand 


(date unknown) as a reproduction of the fair copy he prepared. It was 
later professionally copied and published again. 
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TITLE: Wanderers: an Opera Cabaret 
INSTRUMENTATION: Voices and piano 
MOVEMENTS: 

1. Isolde's Liebestod; hot tango 


2. The Most Romantic Fella; glowing, nostalgic 
- A Match Made in Heaven 


3 
4. Geistliche Lied; moderate, regular, earnest and pious 
5. This Message Uplifting: slow, dignified and serious 

DURATION: ca. 90! 
DATE OF COMPOSITION: 1984 
DEDICATION: None 
FIRST PERFORMANCE: 
22 May 1986 
The Phoenix Theatre, Edmonton, Alberta 
Original cast featured: 
1. Loretta Bailey, Queen of Berlin 
2. Juan Chioran, Devil 
3. Earl Klein, The Jew 
4. Lark Clark, The Evangelist 
5. Karon Walton, Frau Helga 
6. Brian McGugan, The Innocent 
PUBLICATION: Unpublished 
SOURCES FOR TEXT: Libretto by Fisher 
MANUSCRIPT: 
Document Type: Holograph (photocopy of piano-vocal score) 


Paper: 24 leaves; 12 staves 


Composer's Numbering: "1-11," "1-7" (leaf 6 unnumbered), "1-3," 
Ld 1-3 e 


Format: Upright 
Dimensions: 27.9 cm x 21.6 cm 
Writing Implement: The original is presumably written in pencil. 


Style of Handwriting: Neat hand 
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Classification: Final draft 
Date on Document: None 


Dedication: None 


Notes to the Manuscript: Whereabouts of the original manuscript 
unknown. At top of first leaf: Alfred Fisher. 


ADDITIONAL DOCUMENTS: The penultimate draft is in Fisher's 
possession. 
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TITLE: Warrior 

INSTRUMENTATION: Piccolo, 2 flutes, 2 oboes, 2 clarinets, bass clarinet, 
2 bassoons, contrabassoon, 4 horns, 3 trumpets, 2 trombones, bass 
trombone, tuba, 3 percussion groups, harp, celeste, strings 

MOVEMENTS: One movement(?): varying tempi 

DURATION Sica vel 5* 

DATE OF COMPOSITION: 1984 

DEDICATION: None 

FIRST PERFORMANCE: 
7 March 1986 
Jubilee Auditorium, Edmonton, Alberta 
Edmonton Symphony Orchestra 
Uri Mayer, conductor 

PUBLICATION: New York: Seesaw Music, 1985 

SOURCES FOR TEXT: Not applicable 

MANUSCRIPT: 
Document Type: Holograph 
Paper: 40 leaves; 28 staves 
Composer's Numbering: "2-40" 
Format: Upright 
Dimensions: Varying dimensions, from 45.6 cm x 31.6 cm to 50.7 
cm x 35.4 cm. The bottom margin has been cut off some leaves, while 
pieces of paper, bearing hand-drawn staves, have been taped to the 
right margin of one leaf, in order to extend the musical line. 
Writing Implement: Written in pencil. Additional markings pertaining 
to notation and minor corrections are written in lighter pencil, as 
are marginal notes pertaining to instrumentation. Numerous markings 
in pencil and red and orange crayon have presumably been made by 
copyist. 


Style of Handwriting: Neat hand 


Classification: Final draft 
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Date on Document: Undated 

Dediction: None 

Notes to the Manuscript: Nine measures have been crossed out. The 
manuscript contains no title page, but the title is written at the top 


of the first leaf. 


ADDITIONAL DOCUMENTS: The penultimate draft, a photocopy of the fair 
copy, and sketches are in Fisher's possession. 
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TITLE: Zakhor (Remember): a Song Cycle 
INSTRUMENTATION: low male voice and piano 
MOVEMENTS: 

1. Chosen Twice 

2. The Gazelle 

3. Psalm 130 

4. The Eternal Riddle 


5. Roxbury Fountains (after Charles Ives) 
6. Zakhor 


DURATION: ca. 24' 
DATE OF COMPOSITION: 1983 
DEDICATION: For Max Klayman 
FIRST PERFORMANCE: 
27 November 1983(?7) 
Convocation Hall, University of Alberta 
Harold Wiens, baritone 
Ernesto Lejano, piano 
PUBLICATION: New York: Seesaw Music, 1984 
SOURCES FOR TEXT: 
1. "Chosen Twice": A.I. Jacob 
2. "The Gazelle": The Talmud 
3. "Psalm 130" (De Profundis): Out of the depths have I cried unto 
thee, O Lord. 
4. “The Eternal Question": Traditional, sung in Yiddish 
5. “Roxbury Fountains (after Charles Ives)": Henry Edwards 
Ocoee cakhorm:eA.L.e Jacob 
MANUSCRIPT: 
Document Type: Holograph 
Paper: 3 leaves (originally part of bifolia), 7 bifolia; 16 staves 


Composer's Numbering: "2-31" 


Format: Upright 
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Dimensions: 38.1 cm x 28 cm 


Writing Implement: Written in pencil. Additional markings 
pertaining to notation and minor corrections are written in lighter 
pencil and blue ink. There are also several marginal notes in 
lighter pencil and a few scribbles in black ink. 


Style of Handwriting: Neat hand 
Classification: Final draft 
Date on Document: 


“Chosen Twice," July 1983 

"The Gazelle,” undated 
BPsaimeiso.  Jaly.1983 

“The Eternal Riddle,” July 1983 
“Roxbury Fountains," July 1983 
"Zakhor,"” May 1983 


Dedication: None 


Notes to the Manuscript: Each movement is titled, but the title of the 
complete work does not appear on the manuscript. At end of "Chosen 
Twice": Alfred Fisher/Edmonton/July 1983. At end of "Psalm 130": 
Alfred Fisher/Edmonton/July, 1983. At end of “The Eternal Riddle": 
Alfred Fisher/Edmonton, July 83. At end of “Roxbury Fountains": 
Alfred Fisher/Edmonton/July, 1983. At end of "Zakhor": Alfred 
Fisher/Edmonton, May 1983. 


ADDITIONAL DOCUMENTS: The penultimate draft, sketches for the piano 
accompaniment, and a photocopy of the fair copy are in Fisher's 
possession. 


GENERAL NOTES: Commissioned by the Canadian Music Centre (Calgary office) 
in 1982. Title of the work comes from Yosef Yerushalmi's book Zakhor: 


Jewish History and Jewish Memory. 
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UNFINISHED WORKS 


Fugue for Woodwind Trio 
Date: Summer 1974 
Paper: 3 bifolia; 10 staves 


Hineui (Here Am I): Orchestral Work 
Date: Between 1978 and 1980 
Paper: 6 leaves; 28 staves 


Hineui* (Here Am 1): Orchestral Work II 
Date: Between 1978 and 1980 
Paper: 8 leaves, 2 bifolia; 10 staves, 12 staves, 28 staves 


Maria Chapdelaine (in progress) 
A ballet based on Louis Hémon's novel Maria Chapdelaine. 


Orchestra Piece 
Date: 1981 
Paper: 7 leaves; 12 staves 


Piano Piece (Stars Appear: Nemogosenda River) 
Date: July 1974 
Paper: 2 bifolia; 10 staves 


Refrain from Ape and Essence 
Date: 1968 
Paper: 37 leaves; 12 staves 


Trio: for Violin, Cello and Piano 
Date: ca. 1973 
Paper: 1 bifolium; 16 staves 


Untitled Serial Work for Piano 
Dates 1971 "or 1972 
Paper: 2 leaves; 10 staves 


Untitled Work for 8-Part Choir 
Date: Unknown 
Paper: 2 leaves; 12 staves 


Untitled Work for Large Brass Ensemble 


Dates 19/8. or, 1979 
Paper: 1 leaf; 30 staves 


*Fisher used this title twice. 
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Untitled Work for Men's and Women's Voices 
Date: 1973(7) 
Paper: 3 leaves; 12 staves 


Untitled Work for Orchestra 


Date: ca. 1973 
Paper: 1 leaf, 4 bifolia; 12 staves. Two bifolia have extra staves 


taped to them. 
The manuscript contains fragments of the final draft(?) for Ariel's 
Whisper (see entry for Ariel's Whisper). 


Untitled Work for Orchestra and Double Mixed Chorus 
Date: ca. 1978 
Paper: 5 leaves; 30 staves 


Untitled Work for String Trio 
Date: 1978 or 1979 
Paper: 1 bifolium; 16 staves 


Untitled Work for Women's Chorus 
Date: ca. 1970 
Paper: 5 leaves; 12 staves 
Author of Text: Bev Whitney 
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ALFRED FISHER: A BIBLIOGRAPHY 

Where available, full bibliographical information is provided. 
In those instances where such information was not available, partial 
information has, at least, provided an awareness of articles or papers 


delivered, and of conferences in which Fisher has participated. 


By Fisher 


"An Earful: Music and Our Aural Environment.” Alberta Psychology 14 
(August 1985): 22-23. 


"The Artist in the University." Acadia University, 1976 (Alfred 
Fisher, panel member). 


“Canadian Music in the Canadian University.” McMaster University(?), 
Hamilton, Ontario, May(?) 1987 (Alfred Fisher, invited by the 
Canadian League of Composers). 


"The Composer and the Audience and the Critics” (September 18, 1980, 
public lecture). Symposium on Contemporary Orchestral Music, 
University of Calgary, Calgary, Alberta, September 17-21, 1980 
(Alfred Fisher, invited participant). 


"The Composer and the Performer: a Working Relationship.” Public lecture 
given at Banff School of Fine Arts, October 1979. 


Conference on Jews and the Arts in Canada, York University, Toronto, 
Ontario, March 12-19, 1978 (Alfred Fisher, invited participant). 


"The Crisis in Contemporary Music." Convention of Alberta Registered 
Music Teachers' Association, 1979 (Alfred Fisher, panel member). 


“Emotion and its Significance in Music." Acadia University, 1976 
(Alfred Fisher, panel member). 


“Ethnomusicology and Serious Music." Paper presented at a meeting of 


the Society of Canadian Ethnomusicologists, Toronto, June 12-15, 
1988(7?). 


"Expressionism in Berg's Wozzeck.” Acadia University, 1976 (Co-sponsored 
by the German Department and the School of Music). 


"Five Questions: 75 Answers.” The Composer 6 (1975) 38-52. 
This article consists of answers given by several professional 
musicians, including Fisher, to questions about women composers. 
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“Foreman Commended for Release of Fine Album.” Review of Ballade 


[recording], by Clarles Foreman. The University of Calgary Gazette, 
Jatuary 10),01965, ps. 5. 


“From Composer to Listener: The Production of Serious Music in Canada.” 
Society for Ethnomusicology, November 1985 (Alfred Fisher, invited 
participant and panel member). 


"Gustav Mahler and Arnold Schoenberg: Jewish Experience and Jewish 
Music.” (February 6, 1986) International Conference on Gustav 
Mahler, University of Western Ontario, London, Ontario, February 
6-8, 1986. 


“Identity and Expression in New Music: The Return from Ideology." 
(Paper read at Brandon University, University of Manitoba, McGill 
University, Acadia University and Memorial University, 1988). 


“Mozart, Prague, and the Fate of the World." Czechoslovak Society of 
Arts and Sciences (Edmonton chapter) and the University of Alberta 
Music Department, University of Alberta, Edmonton, Alberta, October 
SOS LIST. 


“Music in the Canadian University in the Year 2000." Paper presented to 
the Canadian University Music Society, McMaster University, 
Hamilton, Ontario, May 1987. 


“Opening Remarks.” American Musicological Society (Pacific Northwest 
Chapter) Meeting, University of Alberta, Edmonton, Alberta, 
March 31-April 2, 1989. 


“Opening Remarks." Canadian Music Theory Conference, University of 
Alberta, Edmonton, Alberta, March 18-20, 1988. 


"The Role of the Music Theorist in the Middle Ages.” Acadia Medieval and 
Renaissance Society, October 30, 1975. 


“Searching for the Authentic: The True North and the True Composer.” 
Paper presented at the Native Music Symposium, Brandon University, 
Brandon, Manitoba, March 26, 1988. (In press: Canadian Journal of 
Native Studies). 


"Some Reflections on the New (Old) Improvisation". Ex Tempore 3 
(Fall-Winter, 1985-1986): iv-v. 


"Some Reflections on Schoenberg the Jew.” Department of Music Lecture 
Series, University of Alberta, 1985. 


“University and Unity in the Musical Thought of Arnold Schoenberg.” 
(Paper delivered at University of Akron (Ohio), Michigan State 
University and University of New Brunswick in 1985, and at Wilfred 
Laurier University, Mount Allison University and Dalhousie 
University in January 1987. Also basis for a public lecture to the 
Music Committee of the Jewish Music Society of Toronto, January 28, 
1987). 
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Untitled article. ACA Newsletter 1 (4): 15-17 (December 1978). 


About Fisher 


Chalmers, Ron. “Composer Finds Freedom in True North." The Edmonton 
Journal, 2 March 1986, p. B8. 


Chalmers, Ron. “Music Head to Stress Wider, Deeper Reading.” The 
Edmonton Journal, 18 June 1986, p. D12. 


Charles, John. “Composer has the Bright Stuff." The Edmonton Sun, 6 
March 1986, p. 43. 


Charles, John. “Taking it From the Top in the Music Department." The 
Gateway, 26 February 1987, p. 12. 


Edwards, Barry. "The Teaching of Composition: An Extraordinarily Complex 
Matter.” The Canadian Composer 136 (December 1978): 26-31 
(Bilingual, English/French text). 


Lee, Clayton. "New Addition to U of A Music Staff Sees Unlimited Scope 
for Music Today.” The Edmonton Journal, [September, 19787]. 
This article was found in Fisher's files but was undated. As 
there was no reference to it in The Local History Index, the date 
could not be verified. 


Maclean, Mairi. “Encounters Program Wide-Ranging.” The Edmonton 
Journal, 28 January 1988, p. C7. 


Maclean, Mairi. "World Music New U of A Plum.” The Edmonton Journal, 29 
August 1987, p. Dl. 


Maclean, Mairi. "Secret Life's No Secret Anymore." The Edmonton 
Journal, 22 February 1987, p. F6. 


Metella, Helen. "World-Music Rhythms are Percolating at U of A." The 
Edmonton Journal, 27 April 1989, p. D2. 


"Serious Music: The Quiet Before the Sound.” St. Albert Gazette, 10 June 
1981. 


"What's Jewish Music.” Public lecture given to Beth Israel Congregation, 
Edmonton, Alberta, 1986 or 1987. 
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Alfred Fisher 


Cry Wolf 
(b. 1942) 


I first heard this Cree tale the “right way'' - hunkering around a 
campfire in the snowy bush of Northern Saskatchewan. In this 
rollicking, humorous tale, the traditional Cree prankster-figure, 
Weesakachuk, is cast as a greedy character bent on outwitting the 
wolves. (In an interesting inversion of European mythology, the wolves 
here are of spotless character and motive). But greed is not easily 
tolerated in this tradition and the tale follows the prankster through 
his misbegotten scheme to an outrageous conclusion. It's funny but, as 
in all such tales, there is an instructive dimension to its purpose 
inherent in its non-dogmatic, anti-pedantic approach to the perils of 
greed. It is this essential virtue of the text that conditions the | 


music in both substance and style. 


(Alfred Fisher) 


Source: Concert Program (15 March, 1987, Convocation Hall, University of 
Alberta). 
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ALFRED FISHER 
FIVE MOVEMENT 
FOR 
BASSOON AND 'CELLO 


Five Movements for Bassoon and ‘Cello was completed in 1980 on 
ommission from Christopher Weait through the Alberta Composer's 
ssociation. It was premiered at the 1980 International Double Redd 
ciety meeting in Edinburgh, U.K. 

The work provides material that is technically both challenging 
nd ingaatiating within an expressive miliau that allows full projection 
F the individuality and expressive power of each instrument. 

The work is availabie from: 

Seesaw Music 

2067 Broadway 


New York, N.Y. 10023 
Se As 
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ALFRED FISHER 


FOUR MOVEMENTS FOR SOLO CLARINET 


Four Movements for Solo Clarinet was completed in 1978. It is a wide- 
ranging expressive work and a genuine virtuoso piece for the clarinet. 

Rather than exploiting the "outer edges" of clarinet technique, the 
compositional intent here has been to provide the instrument with material and 
technical challenges that will draw from the instrument's strengths. 

The clarinet's unique instrumental properties...registral character, dynamic 
range and liqudity of legato are co-equal with pitch schema and abstract matters 
of design in the shaping and character of the work. 

The work is available from: 

Seesaw Music 

2067 Broadway 


New York, N.Y. 10023 
USA: 
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In Darkness 


Of the works presented on tonight's program, the composer states: 
“Neither of these two short works was commissioned. The immediate 
motivation for the composition of In Darkness was the sound of the cello-- 
yes, the old convention about the ‘cello's ‘richness and warmth’ etc. 
Although much recent writing for the ‘cello (including some of my own) 
has made it abundantly clear that it can do other things, I continue 
to value the ‘cello as the old friend it is for me and to write music 
that engages the centre of its strengths. The movement titles are not 
critical for an understanding of the music, but they are not without 
meaning. Pierce Pond is a real (and obviously unforgettable) place. 
From Whence must be read as a tender declaration. It is not a question. 


Two Last Words 


Wendy Martin's poetry interested me because of its fine blending 
of assertiveness and poignancy and because of its musicality. The 
interest for the composer in setting such a text--the creation of a 
musical environment that sustains and expands without blunting its own 
independent musical existence--is one of the constants, in the history 
of music. For composers who love and respect words, it has always 
implied the perhaps more subtle challenge of shaping a response to the 
‘musical dimension’ of poetry that is no less elusively or tellingly 
poetical." 


Source: Concert Program (17 November 1985, Convocation Hall, University 
of Alberta). 
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PROGRAMME NOTES BY GODFREY RIDOUT 


MORNING: Peniel 
Alfred Fisher 
(b. 1943) 


And Jacob called the name of the 
place Peniel: for | have seen God 
face to face, and my life is preserved. 
And as he passed over Peniel the sun 
rose upon him, and he halted upon 
his thigh. Genesis XXXII, 30-31. 


Morning: Peniel is net so much music 
about something as it is music with very 
definite origins - in this case Jacob's night- 
long struggle with the Angel of God, as 
told in Genesis XXXII, 25-33. In this myste- 
rious struggle Jacob is redeemed and 
transformed. Henceforth he is to be Israel, 
because ‘‘thou has striven with God.”’ The 
piece evinces a bi-level parallel with these 
verses in that musical growth here is like- 
wise achieved through a process of con- 
tinual transformation of a set of intervals to 
which the work is referable. Taken from a 
strictly musical viewpoint without any ref- 
erence to the literary aspect, the work is 
about the realization of transformation 
through struggle. 


This piece is typical of Fisher's work 
inasmuch that for him musical composi- 
tion is confessional, an attitude which 
may be a little out of fashion in some 
quarters, but he is far from being alone in 
espousing it. Fisher was trained by such 
prominent American composers as 
George Crumb, Douglas Moore and 
David Burge, and he earned his Ph.D. 
from Michigan State University. At pre- 
sent he is Chairman of the Division of 
Theory and Composition at the University 
‘of Alberta. His works have been widely 
performed in Canada, USA, and the 
United Kingdom. 


The Edmonton Symphony Society extends 
sincere thanks to Northern Telecom for its 
sponsorship of tonight’s concert. The North- 
ern Telecom sponsorship demonstrates the 


company’s interest in our cultural environ- 
ment and its concern for the future of our 
Orchestra. 


Source: Concert Program (October 28/29, 


PIANO CONCERTO NO. 2 
IN C MINOR, 

ORL 

Sergi Rachmaninov 
(1873-1943) 


Rachmaninov was a brilliant success 
from the moment he graduated from the 
Moscow Conservatoire in 1893. His short 
opera Aleko, composed in seventeen 
days as a student excercise, had been 
received with acclaim, and along with his 
other works, his prodigious piano playing 
and conducting, had made him famous. 
He was not acquainted with failure - until 
Glazunov conducted (more properly mis- 
conducted) his First Symphony, which 
well and truly flopped. Rachmaninov 
thereupon had a serious breakdown and 
all composition stopped. Although he 
was able to carry on his other activities, 
no matter how hard he tried he could not 
get back to composition. Finally he 
sought the help of N.V. Dahl, a hypno- 
therapist. It worked. After three years in 
the wilderness he started work again, the 
first fruits being this concerto. Dedicated 
to Dahl, it was played by the composer in 
Moscow on 27 October, 1901. 


It is safe to say that no piano concerto 
appearing during this century can match 
this one in popularity. The instant appeal 
of its sad and soaring tunes, the spec- 
tacular piano writing and the glowing 
orchestration is evident to all, but these 
are not all, for the work ts filled felicitous 
invention, sound craftsmanship and 
musicianship. 

One of the many ingenuities in the score 
is the way in which the keys of the move- 
ments are handled: the first movement is 
in C minor and the second in E major, so 
the second movement begins in C minor 
and deftly modulates to its assigned key, 
and similarly the third movement begins in 
E major and moves to its proper key, C 
minor. The three movements are marked 
Moderato, Adagio sostenuto, and Allergo 
scherzando. 


Edmonton, Alberta, Edmonton Symphony Orchestra). 


1983, Jubilee Auditorium, 
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NOTES ON THE NAMELESS DANCES 


THE NAMELESS DANCES, like all of my music, was created with the 
intent of appealing to the ear, mind, and spirit. It is my hope that it will provide 
both the untutored as well as the cultured ear with precisely the experience and 
values that lead to its greater refinement; compelling musical ideas, far-reaching 
and logical development, acoustical and melodic/harmonic delights both 
definable and otherwise. The music is an exacting challenge for performers, but 
these are all "traditional" challenges that test traditional strengths; a fastidious 
technique, beauty of tone, sensitivity to expressive values, and etc. 

These are essentially romantic pieces (without, by the way, owing a thing to 
the "neo-tonal" or "neo-romantic" movement). I think of the simple tenderness 
of movements one and three and the quicksilver lightness of movements two and 
four as Mendelssohnian in inspiration, if not in essence. Like Mendelssohn's, my 
conception here is a poetic one but I am as convinced now as ever of the truth in 
Coleridge's perception that "poetry is certainly something more than good sense, 
but it must be good sense at all events." If good sense can be identified with 
compositional discipline and poetry with musical expression, than I would hope 
for nothing more for THE NAMELESS DANCES than that they be understood 


as a confirmation of this old wisdom. 
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Notes for Parables and Canons 


Parables and Canons was commissioned by the Canadian Music Centre and 
premiered in 1987 by Rivka Golani. It is a virtuoso work for both viola and 
piano in five constrasting movements. The work develops strongly rhetorical 
gestures while exploring a wide range of sonorities and levels of thematic 
connection between instruments. A consistent effort has been made, however, 
to provide material that is both ingratiating and challenging to each 
instrument's traditional strengths rather than the periphery of technique. 


Movement one, marked passionato, begins assertively with both 
instruments developing a figure that is increasingly obscured in definition as 
it recedes into the heterophonous texture of the final section. 


Movement two, enigmatic, is very free and improvisatory in character. 
The two instruments coax, taunt, and challenge one another in a kind of 
gestural argumentation that comes to no resolution. 


The third movement, presto, is a kind of "whill o' the whisp" in which 
each instrument moves circularly through polymetrical entaglements but never 
out of them. : 


Movement four, Very flexible and expressive throughout, is lyric and 


sustained. It features the dark, rich tonal quality of the viola. 


The fifth and final movement, marked bright and energetic, returns to 
more capricious moods and presents a more conventional formal structure and 
relationship between the two instruments within a musical environment that can 
only be described as "slightly cheeky." 
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notes on FANTASY PIECES 105 


The Fantasy Pieces were written in the summer of 1982 on Commission 
from the Canadian Broadcasting Corporation. With its titles and 
Personal tone, it stands squarely in the tradition of the roman- 
tic "character piece". Technically, the work is based on an inter- 
val-class set introduced in the first movement and explored 
throughout the work. 


ARIK is an assertive, almost aggressive piece. Its energetic 
forward movement is dialectically engaged with a series of 
fragments of a more ornamental, reflective cast. As in all dilec- 
tic, the strength of the statement is referable as much to an 
essence shared as to issues opposed. Arik is the name of a friend 
Itve never met. 


REMINISCENCES DE TURANDOT has more to do with the organization 
of harmonic sonority than the familiar themes of Puccini's 
masterpiece. The ordering process itself, however, gives rise 
to harmonic types that are strongly reminiscent of the magnifi- 
cent open harmonies of Turandot. Only the last breathless ges- 
ture of the movement is a literal quote .e. one of the beste 
beloved phrases ever conceived ... though presented here in a 
context that could not be more radically removed from the lush 
environs of Turandot. 


Sarain Stump was an artist and a poet and a native North American. 
His eloquent book, THERE IS MY PEOPLE SLEEPING suggested for me 

a new understanding of the art of narrative. For me, it deepened 
and profoundly changed the notion of "My People'"t from the ethno- 
centric to the sacred. Like Sarain‘s work, this piece is a 
marrative composed of a series of pictures, each with its own 
poetic reflection. The "scenes" are here presented as the success- 
ive phrases of an old Jewish folktune followed by commentary. 


The idea of “piano music"? seems even today to be almost inseparable 
from the name of Chopin. AN ETUDE OF CHOPIN reflects the dazz- 
ling transparency and brilliantly "right" proportions of a Chopin 
work. In a world that continues to adore Chopin, there should 

be little doubt about the specific model for this movement. 


QUICKSILVER is a tightly knit motivic study bringing the intervallic 
basis used in the organization of the entire work to its most 
concentrated expression. AS well, it functions as a preparation 

for FALLEN ANGELS, the following and final movement. Here, the 
energy and tension of the previous movementsiis entirely exhausted. 
Fundamental materials of the work are presented as a series of 
solitudes ... sculpture lining a long, dark corridor. The review 

is interrupted by a baleful but passive little tune that mediates 
between the rhythmic/sonorous vitality of the previous movements 

and the mysteriously heightened, inarticulate silence that follows. 


Alfred Fisher 
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ALFRED FISHER 


SMALL WORLDS 


Program Notes 


Small Worlds exacted no more than the usual burst of 
obsession/elation. It's composition was enriched by concomitant work on 
Arnold Schoenberg - work centering on the cultural/intellectual 
conditioning informing a number of his most far-reaching idea. My work 
on Schoenberg drew me into the most remarkable, most absorbing areas: 
Jewish mysticism and Qabala. 


Schoenberg's thinking, even where most personal and challenging 
had always seemed somehow comfortable and familiar to me. I was 
fascinated to encounter in what I had assumed to be the closed world of 
Qabala, a similar phenomenon. I imagined that I had discovered a new 
and useful perspective for Schoenberg study. But I had also discovered 
a certain more personal confirmation. This discovery will not be as 
useful as the first, but it was unexpected and exciting. The notion 
that humanistic studies lead to illumination of self is not precious 
dogma. It is simply precious and true. What was confirmed is not only 
the commonality of obsession/elation in Fisher-Schoenberg-Qabala 
(forgive the pretention of the grouping), but its common source: the 
notion of structure as systematic but unpossessable; of creative process 
as objective but unknowable; of an integrated, multi-levelled structural 
model in which each successive level is inclusive and multiply 
referential. The imprint of such a model is suggested by the movement 
titles - titles that are referential to three operant levels in the work 
and, potentially, in the listener's corresponding levels of 
comprehension. They allude to some technical operation within the 
movement, suggest something of the expressive posture of the movement, 
‘and, most importantly, prepare and strengthen the listener's grasp of 
syntax as it unfolds in the forward progress of the music. The titles, 
then, should not be understood as one-word descriptors but as a 
continuity of words forming an independent, related, parallel structure 
which, like the music in its entirety, must be read/heard as a poem. No 
word/note may be omitted. 


Small Worlds: Music for String Trio 


I Rules 

II Change 

III Forever 

IV Remembered 
V Broken 

VI Other World 
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Mani Leib was a proletarian poet active in the 20’s and 20's 
in New York. His understanding of himself ("I'm not a 
cobbler who writes, thank Heaven, But a poet who makes 
shoes") as a creator is disarmingly simple and courageous. 
I found "To a Gentile Foet" particularly touching in this 
sense and was moved to respond to it in some way in the 
piece for 2 ‘cellos that bears that title. Here, Leib 
Grapples with the paradigmatic “Jewish oppositions"of 
inside/outside-alienation/identity— 
universalistic/particularistic. Its a familiar litany to 
those who Rave read the Hebrew Scriptures or Heinrich Heine 
or, far that matter, those who have sat through a Woody 
Allen movie. It is in this opposition that Leib‘’s poetry 
and my music are linked. In five Brief movements, music as 
abstact process and music as concrete symbol cambine and 
separate, strident musical canflicts are “composed-oaut”" and 
apparent musical conqruencies are, in musical time, revealed 
as contradictions. This if music which rests quite 
contentedly at the centre af traditional values of art as 
personal anc compelling cammunication; the art work asa 
message. What Mani Leib has confirmed is that the message 
is shared. 


10_A_ GENTILE POET (AFTER MANI LEIB) (19/78) Alfred Fisher 
I. __ Sereno, molto largo; doppio movimento 
Le B= Andante molto serioso e can rubata 
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ALFRED FISHER 
TWO SACRED MOTETS 


Written for the Da Camera Singers of Edmonton on commission from 
the Canada Council, the Two Sacred Motets was completed in 1979. 

Both movements are written in a strongly expressive, dramatic 
style and include virtuoso solos for soprano. The choral writing is 
challenging but relates quite closely to classical models. Complex 
choral sonorities are developed without consistently awkward linear 
writing. 

The two movements, Shema Yisrael (sung in English and in Hebrew) 
and Psalm 85 (English) are carefully integrated components of a complete 
work. They may, however, be performed separately. 

The work is available complete or in separate movement formats 
from: 

Seesaw Music 

2067 Broadway 
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ALFRED FISHER 


WARRIOR 


Program Notes 


I wanted to produce a colorful and, above all, energetic work in 
"Warrior.'' The source of its energy is the multiple layering of symmetries 
and asymmetries. To cite just one example of this premise, the thematic 
layout of the work is fully symmetrical while the durational proportions 
of this design are asymmetrical. Each respective structural domain can as 
well be understood to embody mutually inclusive symmetry/asymmetry in its 
internal organization. 


More immediately accessible is the five-part structure of the work. 
The first and last sections (themselves simple ternary designs) are bright 
and aggressive in character while the adjacent sections, two and four, 
are playful and dance-like. At the centre of the plan is a slow lyric 
section (also ternary in design) functioning as thematic axis and paradigm 
for the essential structural process that is reflected in 1 larger scale in 
the organization of the entire work. 


While the composer's preoccupation with the problems of coherence and 
intellectual validity (for some, at least) may be fundamental, such concerns 
do not normally constitute the primary motivation for creating a work. They 
certainly don't in my case. For me, "Warrior'' is about something. It is 
about color, gesture, texture, mood. It is also about something more 
specific. But it has always seemed to me that unless one posseses the rare 
penetration and range of an Alfred Einstein or Donald Francis Tovey, one puts 
at risk the power of the formative/abstract to the comfort of the 
inconsequential/specific when we move from the analytic to the descriptive 
in search of the many "meanings''yof a piece of music. Suffice it to say 
that neither composition nor understanding of the music centres about 
calculation, but about experience, and it is in the spirit of this recognition 
that I hope it will be approached. 


Alfred Fisher 
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Notes on Zakhor 
EO 


gakhor means remember in Hebrew. The word implies more than the 
act of recollection... 1s —aucommnand! to remember. ...when history 1s 
Sacred, remembering is not an idle indulgence. 

The songs deal with a cycle of memories that link the historical, 
the mythic, the sacred, and the personal back to one another. The 
interpenetration of these categories within a Jewish cosmology is 
paralleled musically in the overall structure, the basic materials, and 
their treatment within the cycle. 

Chosen Twice refers to a famous "war" photograph. A boy of about 
Six has been rounded-up in the Warsaw ghetto. He wears a peaked cap, 
short pants, and a yellow star. He has large, frightened eyes, and is 
surrounded by soldiers with rifles. His hands are raised in Surrender. 

The Gazelle refers to a Talmudic homily in which the Israelites are 
seen as the gazelle amongst the world's wild creatures. The gazelle, 
the homily tells us, is the best-beloved of God's creatures because it 
“loves God" Peace.” 

Psalm 130, the De Profundis, is one of the most powerful statements 
in the Hebrew Scriptures. The Soul in waiting, and the hope of Israel, 
of which the Psalm speaks, provides an idealistic medium of depth 
sufficient to contain and integrate the cold tragedy of the first, the 
naivete of the second, andethe ful lescopesor cnessongs that tollow-: 

The Psalm provides, as do the texts that precede, an answer to 
deeply Serious questions. Theveter nal Question which follows? @isea 
reworking of an old folkt@me (sung in Yiddish) that proffers an answer 
As well. 1 think that. 1ts =) “answer” sliasetogbe takens seriously. 
Essentially, the text reads: 

"The World keeps asking the same question... 
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Notes on Zakhor - Page 2 
bis 


One may answer this question with 
tra-di-tra-ra-di-rom, 

or, alternatively, one may answer, 
tra-di-ra-di-rom, 

The world, however, continues asking the 
same old question... 


Tra-di-tra-di-ra-ra-di-rom." 


Roxbury Fountains (In the style of Charles Ives), paints a scene of 
che "other New England. '... not stnerold? barns wana green) hid ls) bute noe 
Gity streets and children delighting im the Spray, ot water hydrants: 

Zakhor....more scenes trom Roxbury past....Hasnem...( The Name™— 


given to the un-nameable God) is addressed: 


Do You remember, Hashem,---the old 
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ANCIENT LOVE 


translated and adapted from the 
poetry of Judah Halevi by Alfred Fisher 


The Apple - Judah Halevi 


You have enslaved me with your lovely body; 

You have made me your prisoner. 

Since the day we parted, 

I have found nothing that is like your beauty. 
So I comfort myself with a ripe apple-- 

Its fragrance recalls the myrrh of your breath, 
Its Shape Of your breasts, 1ts) color 

Of the the color that rose to your cheeks. 


Jerusalem - Judah Halevi 


Beautiful heights, city of the Great’ King, 

From the western coast my desire burns for thee. 

Pity and tenderness burst in me, remembering 

Thy former glories, thy temple now broken stones. 

Oh that I could fly to thee’ on the wings of an eagle 

And mingle my tears with thy dust. 

I have sought thee, love, though the King is not there 

nor Gilead"s balm, but the serpent of death. 

Oh let me fall on thy broken stones and tenderly kiss them-- 
The taste of thy dust will be sweeter than honey to me. 
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i watched a fauily of about eieht. A man ani a woman, iittle 
ones, ani two grown daughters. An old woman with snow white 
hair was holding thé baby in her arms and singing and tic«ling 
at. The chiid crowed with delicht,. The man and his wife 
looked on with tears in their eyes ... the father held the hand 
of @ boy of about ten speating softly to bimm ... the boy was 
fiehting back the tears ... the father pointe) te the sky, 
Stroked him tenderly an! seemed to explain so:etiing to him. 
At that moment the SS man at the pit shouted sometuing to his 
comrade --(Youi Destroy the Jews! --wic separated of about 
20 people inclujting the fasiiy and ordered them into the pit! 


ZL still remesher ada faired, slim cirl who pointeji to here 
self sasusixe passed bY dandesavditeg, sHUN TP Wenty-.nree'’. 
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III. TNE VISION CB MICAH. Micah VI: 6-8 


2 ee rd 


Wherewith snall ¥ come unto tne Lord? 

Shall I bow myself befcre God on high? 

Bkall I come with burnt offerings, with calves < year ola 
Wild; the (Lord “be pleased with ticusanls .of rems: 

Ten thousand rivers of oi1? 

Shall I give my firstborn for my transgression, the frit of 
my body for the sin of my soul? 


It hath been told thee, O man, what is good! and what the 
Lord doth recuire of thee, 
Only to do justly, to love mercy, and to walk humbly with your Goa, 


IV, A PRAYER. A German Child's Reader 1942. 


Oh Lieber Gott, mach mich fromn, 
Dass Ich nicht nach Jachau komme 

Vo peek OL ee ACUR Se tiiMe sGenestSaVilic  13<15 
Yam the Lerc, the God of Abraham thy father, -niji tie God of 
Isaac. . fhe land whereon Lieu liest, to tiec will 1] sive at. 
ani to thy sead. And thy seed shail be as tie dust of the 
earth, and -theussaail spiesad abroad to the west, the east, 
tie north anieco cue sculls mem in thee ends in) tay seed 
snali all the families of the earth be blessed. «And behola, 
am with thee, and will keep thee whithersoever tnou goest, 
wi will bring thee back unto this land; for I will act leave 
ee. until I have dene that of which I*ve spoken. 
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Moments Sacred and Lachrymose 


Va Pilig Verte ORY SOMES eee ksed FAV lt bess 

ee c Lore Was Unon Me ane caretied me cut im tuc 
Spins leh. iu ah ehh ea ati es i rei eth Oa, ee eT an es 
WER Geis Geet MoCTeS 
2And caused me to pass hy them round abouts and, berold, 
there were many in the open vailey; and le, they were very dry. 
3 And he sard unto me, Son of man, can these bones live? 
And I answered, 0 Lord God, thev knovwest. 
4 Again he said unto me, Prophesy won these benes, anil say 
unto them, O ye dry bones, hear the Work. cf the Lord. 

5 Thus saith the Lord God unto these bon es; Behold, 1 wall 
Cause breath to enter into you, and ye shail live: 
6 And I will lay sinews upon you, and will bring up flesh 
upon you, and cover you with skin, and put breath in you, 

and ye shail jive; and ye shail know that £ am the Lord, 

7 So I prophesied as I was conmaniled: and as f prohpesied, 

here was a noise, and behoid a shaking, ani the bones came 


together, bone to his bone. 


8 And wien I beheld, lc, t 
upon them, and the skin co 
breath in them. 
° Then he Seid 
son of 
Come from e 
slain, ay 
10 So af proph 
Ther, they 
ceeding great 
11 Then he seid 
house of I 
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Night Elegy 


** ; ‘eheeae 5 : 
Texts used with permission of publisher Farrar, Straus, and Giroux 


HERMANN HESSE: POEMS - Translated by James Wright 
Poems 
I HOW HEAVY THE DAYS ARE 


How heavy the days are, 
There's not a fire that can warm me, 
Not a sun to laugh with me, 


Everything bare, - - - 
Everything merciless - - - 


And even the beloved clear stars, 
Stare desolately down, 
Since I learned that love can die. 


II A SWARM OF GNATS 


Many thousand glittering points, 
Crowd forward greedily together 
In trembling circles, 


Extravagently carousing away for a whole hour, 
Rapidly vanishing, 

They rave delirious a shrill whir, 

Shivering with joy against death! 


Whole kingdom's sunk into ruin, 

Whose thrones, heavy with gold. 

Instantly scattered into night and legend without leaving a trace, 
Have never known of so fierce a dancing! 


III CHILDHOOD 


My furthest valley, 
You are bewitched - - - 
Bewitched and vanished. 


Many times in my grief and agony, 
You have beckoned upwards to me from your country of shadows, 


Tilieic losteificaneattuston,s 
Lost myself back to you wholly. 


Oh dark gate, 
Oh dark hour of death 


Come forth 
So I can recover from this life's emptiness - 


And go home to my dreams. 


ne? 5 ; ae wiih auld, oo 


: oe eee ee re; 
at 7 Opel or m6 8 

y or : é ; iy ~*=> ,ote gofliprev® 
=  Aealied ees peddeyrees 


oan . . PONE Tesi y biyales ait vere ies 
oe . mick ov aiem) aves 
:S0B His send cade fiarte*{ I sonst 


ih, arn) O A A 
cs aaiteo (in begaworts Yow 
sad 


wara yi ioeers bgewyg? teed 
pealotin gaktlauess at 


yo) a Teal afoie cs Yat Yet! gotevosey ¥! snegavs red 
- 98 eoiserndy = ih 

or a ial cake = & Wennae avar 1 
; } d Pen ht ihe) aoe teste 
/ . ‘ P O2e) Aquu ¢'onnpsiy afol 
ibe : Hi ceemd , bepéad> «anal 

AOSTS & gxtvenl sudo a) MEO bovessys8 ae! : 
Pr. © S2teh3 9h Jo many taveq ovaR 

+ > 

MOMETI AS 
7 on Mailay s9dteuh ye 


an <) on ithavegtae tin tatagen 


_- 


~ 


CO De Cie Ns iC 


O Ged of Mercy 

For tie time being 

Choose another peapie. 

We are tired of ccath, tired of corpses, 
We have no more prayers. 
For the time being 
Choose another peoole. 
Wc have run out of blood | 
For victims, a 

Our houses hassesren turned into desert, - 
The earth lacks snace for tornbstones, 


ce 


There are no.....7¢ lamentations 


Nor songs of woe oy 
In the ancicnt texts. a 
God of Mercy 
Sanctify another land ; aN 
Another Sinai. 


We have covered every ficld and stone 
With ashes anc holiness. 

With our crones 

With our young 

With our infants 


We have paid for each ietter in your Commandnicats. 


God of Mevey 

Lift up your fiery brow, 

Look on the peapies of the world, 

Let them have the propnecies and IToly Days 
Who mumibdle vour words in every tongue. 
Teach tiem the Deeds 

And the ways of temptation. 


a 
God of Mercy 

To us give rough clothing 

Of shepherds wno tend sheep 
Of blacksmiths at the hammers 
Of washerwomen, catile slaughterers 
And Jower ‘still. 

And O God of Mercy 

Grant us one more Wiessing— 

Take back the gift of our separateness. 
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ey orgs Owl at Dusk 


Roni 


Two respectabic rhymes 
skipped out o1 their pages 
hike two proud roosters 
from golden cages, 


They walked many a mule 
in search of a home, 
but could find no space 


for themselves in a poem. 


They grew tired and sad 
but wherever they went 
nobody advertised 
poems for rent. 


People whispered and said: 
haven't vou heard 

that a rhyming word 

is considered absurd? 


In modem times 

who needs rhyanes? 
Those high-flying words 
went out with the birds. 


At last one night 

al] weary and wom 
they came toa house 
in a feld of corn; 


and there lived a man 
who stil! wrote lines 
according to rules 
from olden times. 


So he took them in 
with doubles and pairs, 


_ and set them to music, 
- and gave them new airs. 


Now they ring again 
their bells and chimes, 
and the children al sing 
those respectable rhymes, 


with one rhyme inside 

and another one out: 

the rhymes were befriended 
and my poem is ended. 


Miriam Waedington 
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A white beard 119 
Wishes to escape from an old Jew 

a the wintry strect— 

Waves like a flag on high. 

His hat keeps Liowing off 

Under the trembling iingers 

Of his Jeft hand 

And peals of Jaughter 


Enter his right Car. 
; Meyer Liben 
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Reb Levi Yitzkhok in prayer shaw] andtefillin 
Is rooted where he stands 

Before the altar, with praver book open, 

But will not utter a ponies 


He sces the ghetto like so-man pictures” 
Os agony, trouble and pain. 
Silent and stubbor T° the old man qu uarre]s 


With his old God again. 
Leonard Wolf 
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I don’t know whcther I’m at home 
or homeiess. 
I’m ruaning, my shirt 
unbuttons, no bounds, nobody 
hoids me, no beginning, 
no end 


my body is foam 
smelling of wind 


Noto 
is my name. J spread my arms, my hands 
pierce the extremes 
of what is. I’m letting my eyes roam oond 
and do their drinking { from the foundations 


of the world 


eyes wild, shirt ballooning, 

my hands separated by the world, I don’t know 
if ) have a hore 

or have a hometessness, 
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Texts -flor ''Zakhnow: Remember" - Alfred Fisher 120 


Chosen Twice - AS deacon 


Little lad 
Ooh why so sad 


They leer 
Ghel reli psecumecontenn: 


Glacral 
ieee mo fa nanan 


You 
Goa" s treasure 


you are chosen twice. 


Gertler iad 
oh why so sad 


The Gazelle - Talmud 
Rabbi Levi, in the name of Simeon ben Lakish, said: 


The gazelle is the animal most beloved by God 
She bears her fawn and God heals her with herbs. 
She is thirsty and God leads, her to water. 

And when she fears the beasts of the night, 

God grants her counage andsstrength. 


And why does God so love the Gazelle? 


Because she loves God's peace 
The peace of God's creatures. 


Psalm 130 = Hebrew Scripture 
Out of the depths have I cried unto thee oh Lord! 


Lord hear my vowce; 

Let thine ears hearken to the voice of my supplication 

Tf thou Lord shemidamarkwinaguivcies: 

Oh Lord swhcushalleseanc? 

But there is forgiveness in thee that thou mayest be feared. 


Te want for the Lope 

My soul doth wait and in his word do I hope. 

My soul waiteth forgune Lord more than they 

that Watch for ChesmoOnning, el) say more than they 
that watch tor mthelmerning,. 


Let) isracl hope: inethesLorng, 

For wiLtnethe Lords theue is meno). 

And with him there™1s9plenteouws redempticn, 

And he shall redeem Lsra@el for all of her iniquities. 
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Notes on Zakhor - Page 2 
x Beh 
One may answer this question with 
tra-di-tra-ra-di-rom, 
or, alternatively, one may answer, 
tra-di-ra-di-rom, 
The world, however, continues asking the 
same old question... 
Tra-di-tra-di-ra-ra-di-rom. " 


Roxbury Fountains (In the style of Charles Ives), paints a scene of the 


“other New England. 2.4.uo0ot the old barns and green hills, but not city streets 


and children delighting in the spray of water hydrants. 


Zaknor...-more Scenes from Roxbury past....Hashem... ("The Name"-given to 
the un-nameable God) is addressed: 
Do You remember, Hashem,---the old 
NOUSEROT Oravyereeee. tne Old men... <. 
EndunangUaGe wan. Unench 1) direning.ss:. 
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